_r 




\ No. 


357 I 

358 
^59 _ 
a50 

361 

362 ; 
36 a ! 

364 I 

365 ! 


8 10 lo 

8 10 14 

_8_J0 15 
8 11 13 

8 11 14 

8' 11 15 

8 12 13 

8 12 14 

8 12 15 

9 (I) 

"9 To iT 

9 10 13 

9 10 13 

9 Jl 13 
y 11 14 

9 11 15 

9 12 13 

•9 12 14 
9 12 15 


Total 


1 366 1 

4 

8 

lu 

4Uo J 

5 12 

13 

, 367 , 1 

4 

8 

11 

406 1 

5 12 

14 
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4 

8 
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407 1 
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12 
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4Uj 1 
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lu 
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14 

1 374 . 1 
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9 

12 

•413 i 
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15 

’375 '1 
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9 

13 

414 i 1 

T 

9 

lu 

376 1 

4 

9 


415 1 1 
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9 

11 

377 , 1 

4 

9 

15 

416 1 1 

6 

9 

12 

378 ' 1 

4 

10 

13 

417 i 1 

6 

9 

13 

379 ; 1 

4 10 

14 

418 j 1 

6 

9 

14 

'380 ,1 
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10 

15 

419 ! 1 

6 

9 

15 

-881 1 

4 

11 

\o 

42U ! 1 

6 
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11 
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11 
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6 

11 
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4 

12 

15 

425 ! 1 

6 

11 
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5 

8 
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1 1 
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12 
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5 

8. 
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14 
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8 

12 

428 ! 1 
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8 

15 
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7 

8 

12 
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9 
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8 

13 
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5 

9 

11 

■33 ' 1 

7 

8 

14 

895 1 1 

5 

9 

12 

4-. 4 1 1 

p* 

8 

1 5 
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9 

18 
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9 

lU 
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9 

14 
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9 

il 
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5 

9 

13 

■137 1 1 


9 

12 
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7 

9 

13 

400 I 1 
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10 
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7 
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14 
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40 I ] 

7 
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15 
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No. 

V 

744 

745 

746 

L 4 8 iU ib 

1 4 8 10 14' 

1 4 8 10 15 

747 

748 

749 

1 4 8 11 13 
1 4 8 11 I4i 
1 4 8 11 l5; 

750 

76i 

752 

1 4 8 12 13, 
1 4 8 12 14 
1 4 8 12 15> 


No. 

V 

No. 



V 



No. 

1 

1 

V 

852 

2 

0 

8 

Lu 

13 

888 
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4 

8 

10 

I'c- 

924 
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8 

10 

13 

853 
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8 

10 

14 
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8 

10 

14 
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6 

8 

10 

14 
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2 
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8 

10 
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3 
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8 
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3 

6 

8 
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8 
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6 

8 

11 
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6 

8 

11 
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4 

8 

11 
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6 
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11 
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6 

8 

11 
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3 

4 

8 

11 

15 

929 

3 

6 

8 

11 

15 
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2 

6 

8 

12 

13 
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,3 

4 

8 

12 

13 
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3 

6 

8 

12 

13 
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2 

6 

8 

12 

14 
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3 

4 

8 

12 

14 
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3 
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8 

12 

14 
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2 
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8 

12 

15 

S96 

3 

4 

8 

12 
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3 
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8 

12 

15 
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2 
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9 
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5 

8 

10 
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7 
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15 
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S 
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13 
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7 

8 

11 

13 
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8 

il 
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910 

3 

5 

8 

] 1 

14 

94(> 

3 

7 

8 

11 

14 
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14 
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9 

1" 

15 
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U 
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13 
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7 
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12 

13 
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9 

13 

14 
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0 

0 
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12 

14 
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9 

12 

14 
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13 
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A reference to Fig. 28 will show that the Thivrathara Rt ^nd 
Sudha Ga are identical; and so are the Thivruhama Ri and 
Sadharana Ga ; the Thivrathama Ga and Sudha Ma ; the Thivra¬ 
thara Dha and Sudha Ni and the Thivrathama Dha and 
Kaisiki 

This identity of the svaras compelled Somanath to reject a 
large number of his Melas as being absolutely useless. Even with 
regard to the unrejected, that is, retained Melas, all of them could 
not have, alike, a musical value and did not therefore rise to any 
degree of popularity. Hence Somanath was content with the 23 
Melas that were current in his time and presented them along 
with their derivatives in the form of a Genus-Species system, which 
may be tabulated as follows:— 









I. Somanath’s ' Genus-Species’ System- 


Melas (23) 


Janya RAgas (76) 


1 I MukhaA 

2 RevagujKhi 

3 Samavarili 

4 Thodi 

5 Nadaramakri 

6 Bhairava 

7 Vasantha 

>3 Vasanthabhairavi 
9 MaJavagowla 


10 ; Rithigowla 

11 Abhira 

12 Haramira 

13 Sudhavarati 

14 Sudharamakri 


15 Sriraga 

16 Kalyan 

17 Kambhodi 
13 Mallari 


19 Samantha 
• 20 Kareitagowda 


21 : Desakshi 

22 ' Sudhanata 
25 I Saranga 


(1) Mukhari ; (2) Thurusk^ath6di 
hCvagupti 

(i) Samavarali ; (2) Vasanthavarali 
Thodi 

Nadaramakri 

(1) Bhairava; (2) Powravika 

(l) V'asantha (2) Uakki (3) Hijeja (4) Hindola 

(l) Vasanihabhairavi (2) Maravika 


I (1) Malavagowla (7) Kuranji (13) Bangala 

I (2) Chaithigowdi (.'.) Bahuli (14) Sudhalalitha 

(3) Poorvi (9) Ratiiakri (i 5) Gurjari 

(4) Padi (lo) Pavaka (16) Paraje 

(5) Devagandhara (11) Asaveri (17) Sudhagowda 

(6) Gondaknya (12) Panchama 
Rith;gowla 

Abhira 

(1) Hammira (2) Vishangada (3) Kedara ' 

Sudhavarati 

(1) Sudharamakri (2) Lalitha (3) Jethasri (Dcskar) 

(4) Thravani and (5) Desi 

(1) Srira.a (2) Malavasri (3) Dhanyasiki (4) Bhairavi 

(5) Dhavala (6) Saindhavi 
Kalyan 

(1) Kambhodi (2) Devakri 

(1) Mallari (3) Narayanagouda 

(2) Natamallari (9) Dvitiyak':dara 

(3) PoorvagouJa (lO) Salankanata 

(4) Bhupalt (ll)Velavali 

(5) Gowda (12) Madhyamadi 

(6) Sankarabarana (13) Saveri 

(7) N'atanarayana (l4) Sourashtri 


(1) Kambhodi 

(1) Mallari 

(2) Natamallari 

(3) PoorvagouJa 

(4) Bhupalt 

(5) Gowda 

(6) Sankarabarana 

(7) N'atanarayana 
Samantha 

(I) Karnatagowda 
(4) Sudhabangala 


(2) Attana (3) Nagadhvani 

(3) Varnanataka (5) Iraque 


De=?ksh i 

Sudhanata 

Saranga 


(Fig. 29) 


II. SO.MANATH’S TWENTY-THKEE MELA-RAGAS 
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III. The Characteristics of a few of ^uvianatn s uerivanv ixagas- 

rime of Remarks if any 
smg, 'ig 


Afier Dawn 

r.iways Ri & Pa Omitted 

Mcrning / A little use of 
End of V.e Day 
Evening 

Day-break Ri Pa Omitted 

(or Always) 

Always Ri Diia Omitted 

Evening Ga Dha Omitted 

E.ening 

Evening Ga Omitted 

Always Ga Ni Omitted 

Morning iDha Omitted 

Always kA little of Dha 

Afternoon jMa Ni Omitted 

Always 1 

Always Ni Omitted 

Always | 

Daybreak Ri Omitted 

X:7jj3ciijgcLia I wu oo. oa Always ! 

20Sudhalalitha Do Sa Sa Sa Daybreak Pa omitted at times 

21Gurjarika Do Ri Ri R' Morning Pa Omitted 

22Paraja Do Ga Ga Sa ^Always Ni 51^ Ga Dha 

I Ga-naka 

23 Sudhagowda Do Sa Pa Sa ^Dusk ;Ni ytj'? 

24Vih&ngada Hainmir Ni Ni Sa Night |Dra 

25 Kedara Do Ga Ga Sa Night iRi 

26 Desakar Sudharamakri Sa Sa Sa Noon Ni Gamaka 

27)Lalitha Do Sa Dha Sa Daybreak IPa omitted at times 

28Jaithasri Do Sa Ga Sa Morning jRi Dha 515^ 

29:Thrivani Do ' Ri Ri Sa Evening j 

30jDesi Do I Ri Ri Ri Always jGa 

3l';Malasri Sriruga (Ni) Sa (Ni Sa Sa ^Mways Ri Dha 

'First sung for 

.32 Dhanyasi Do Sa Sa Sa Morning g alpa 

33 Bhairavi Do | Sa Sa Sa .Always Cluef use 

34 Dhavaia . Do j Sa Sa Sa .Always .Rvj Omitted, Pa- 

’! i I i full use 

35 >aindhavi Do Sa Sa Sa .Always Jifjl omitted; ame- 

I I nable to Gamaka 

3t Devakri Kambhodi 5 ^ Sa j Sa Afternoon 'Pa omitted at time.? 

37 Natay’ k Mallari Dha Dha Dha Morning 'Ga Ni omitted 

38Poor’ r.gowda Do Sa Ga i Sa Noon i 

39jBhupali Do Sa Ga j Sa Daybreak iMaNi omitted 

AOiGowda Do Dha Dha Dha Noon iNi 


2 Ragas 

Melas 

i 

1 

Graha ' 

1 

1 

Amsa j 

■T. 

■ -i 

. ! .1 
ljThurushkath 6 di| 

Mukhati 

i 

Ga 

Ga 

Ga 

2 Vasanthavarali 

Samavarali 

Ga 

Ga 

Sa 

3|Powravika ] 

Bhairava 

Sa ; 

Sa 

Sa 

41 Dakka 

Vasantha 

Sa 

Sa 

Sa 

5;Hijejja 

Do 

Ma 

Ma 

Sa 

t'HindoIa 

1 

Do 

Sa 

Ma 

1 

Sa 

1 

7jMaravika 

Vasantha- 

bhairavi 

Ga 

Ga 

Sa 


S'Chaiihringowdi 

9:Pocrvi 

10!Padi 

lllDevagandhan 

12jGowdakri 

13 Kuranji 

14 Bahuli 

15 Ramakri 
IbjPavaka 
17iAsaveri 
18|Panchama 

1 ni tj t_ 


Malavagowla 

Do 

Do 

Do 

Do 

Do 

Do 

Do 

Do 

Do 

Do 


(Ga) Sa(Ga) Sa 
Ga ” Dha 
Ma Ma 
Pa Pa 

C T c_ 


1 


RSgas j 

Melas 

1 Graha 1 

j 1 

1 ; 

Amsa 

U3 

Time of 1 ^^emarks if any 

smging ■ i ’ 

i 

41 Sankarabharana 

Do 

• i 

Sa i 

Sa 

! 

' Sa 

1 i 

1 Daybreak | 

42,Natanarayana 

Do 

Sa ! 

Ga 

1 Sa 

.Afternoon j 

43'Narayanagowda 

Do 

Ga ! 

Ga 

Ga 

■Day break |Ri omitted 

44 Kedara 11 

Do 

Ni 1 

Ni 

‘ 

■Night j 

45 Salankanata 

i Do 

j Sa 

Sa 

Sa 

Evening ; 

46;Velavali 

' Do 

1 Dha 1 

Dha 

Dha Dawn :Ri Pa omitted at 

. i 


i, 1 

1 1 



j times 

47 Madhyamadi 

Do 

1 Ma ! 

Ma 

' Ma 

Dawn 'Ri Dha omitted 

48 Saveri 

Do 

1 Dha 

Dha, 

Dha 

Dawn Sa Pa omitted 

49 Sou.-ashtri 

Do 

I Sa 

Sa 

Sa 

Evening 

50 .Attana 

Karnata 

Pa 

Dha 

j Sa 

Night 

51 Nagadhv ni 

Do 

' Sa 

Sa 

Sa 

.Always 

52 Sudhabangala 

Do 

Ma 

Ma 

|Ma 

Day break 

53 Varnanata 

Do 

Sa 

Sa 

! Sa 

Night 

54T hurushakathodi 

b- 

Do 

' Ma 

1 

Ma 

i Ma 

Night 


Let U5 now proceed to study Somanath’s Viha-Systetn. and 
see how it he!|)s us to understand his Raga-System. 

In the first place, Somanath, like Ramamitya, emphasises 
the importance of the Vina as enabling young students to quickly 
acquire Svaragndnatn or a knowledge of the svaras ; besides being 
a means of obtaining Dharma, Artha, Kama, and Moksha. 


Again, like Ramamatya, Somanath fundamentally differed 
from Sharngadev in the matter of constructing his Vina-, rejected 
the Vina System' of the author of Sangitharatndkara, and 


1 . The following is a tabulation of Sharngadcv’s Aana-SysiaQi 


I a 

Sruti Vina I 

of _2 Strings 

Svara Vina 



( 



P —■ No clear rae .don is made 

of ' the nutn'.'er of the 
^ Strings in these last four 
kinds of Sv 2 ia-Vina. 


Of these fen kinds of Svara-Vina, dirri/t is said to have been the 




reqqired; for his own- Vini, only four strings to produce all his 

Sudnh Vikritha Svafas in all the three registers- 

OiV- . r • , • J 

Further again, ^vv^ile Rannamatya's Vina was of six kinds ; 

Somanath’s Vina w^spf four kinds which may conveniently be 

tabulated thus :— i 

ther • '.vr;; Rodra Vina 


Sudha Mela \’ma (1) 


Akhilaraga 

(i) 


Vma : 

i ' r the V'. 

I -hi'-s Ion,' A 
Ekaraga-. ^ raided ^ 

: ird, ai , - 

pr. ; 


Madhya Mela Vina (II) 


Akhilaraga 

(3) 


Ekaraga 
(4) . 


(Fig. 32) 


All the four kinds'6f‘S6man.ith’s Vina were provided with 
frets. In the Akhilafj^d fiieia Vina they were fixed and immove 
able, as in tne case of odr Wddern Tanjore Vina ; while, in the 
Ekaraga Mela thdyAvere not fixed and therefore rnovable, 

as in the case of the moderii Siter of North India. In fact, the 
frets of the latter kind we'rfe moved or changed every time a^ 
Raga was changed; whiltfjlhlilose of the former kind were fixed a•■'d 
yet made to produce all\h’e‘^Raga 3 in all the registers- Hence eir , 
respective names- ^ '.d;:',' t . 

: 'V' 1 1 and t ■ ■ 

As for the constri^tiort. rffid. the characteristics n' jomanath’s 
Vina; first, there was a Gr^ss-.Bar, called,ieven fists and 
a half long. Five inch^i from, its end, there was an oblique hole 
to hold the movable peg. ^byve it, a small apertur, was made to 


most important. [Compare . | That is to say, 

.And this AJathakokila had 21 str.ngs ! 

» . -.PItn--. . 

Even granting that th^^rq^.-.Vina of >2 strings v/as never intended tabe 
played upon but o.ily to show,how hie 22 Srutis -vere produced; the so-called 
most important and twe,hty'-Cjie stringed 'Mathakokila was enough fcx both 
Ramamifya and Somarithf to^darAn Slilirrgadfcv’s Vina-System as a whole, as 
being uncongenial to the / of their respective times. Even his own 

.Visja'(Aa-Vi//iJ did nat seam:tahav'fi .improved the ma'ter. In fact, ad the 
different kinds of his Vina,;b^!flnging,-a3 they did, to an cut-of date inusica' sys¬ 
tem of 2 Gr.'imas, Moorch^najani^ Jatis, could not possioly ccmpets with, and 
must therefore give way to^ R.fmamatya’s (or eveu to Slmiauath’s) Vina system 
based upon only one Grartjs. 


[Compare . 



pass the wire to the peg. .\t the sixth inch from the end of the 
Danda, there was a second hole, also oblique, to hold the immov¬ 
able peg. One inch b-evond it, there was placed the Meru, One 
inch further beyond, and below the Meru, a gourd was attached. 
At a distance of twentv-eight inches from the first gourd, there 
was a second gourd. Between the Danda and the tops of the 
gourds, there were two Ndbliis or circular pieces of wood or metal, 
three inches high and three inches broad with a vertical hole in rhe 
centre-^ Attached to the other end of the Danda, was placed 
Kakubhd or the wooden piece for fastening the wires, which was 
four inches long and four or five inches broad with a smooth head; 
and jtdwas raised to a height of two inches from the surface of the 
Danda; and, again, its frame was inserted into that of the Vina ; 
its wing-like projection extended over the sides ; and it had also 
small metalic hooks to hold the wires- Towards the right-hand 
side oif the player, and below the fourth wire, a leaf-like metalic 
pieces c^-fied Pathrika, was placed so as t6 be slightly higher than 
the Meru- .Mong side of it there were placed three more metalic 
piecesj one slightly higher than another. Between the Pathrika 
and the wires, chips of bamboo barks were placed to make the 
sound finer. The Sarikas or frets were as broad as the Meru or the 
Kakubha- A piece of wood, called Patti eleven inches long and 
capable of holding ten shorter frets, was placed along the surface 
of the Danda and towards its end, so as to extend up to the top of 
the second gourd. Cotton or silken threads, made by twisting three 
to one, were used for fastening the wires. 

Over and across the Cross-Bar, four metalic wires were fastened 
between the left-h. nd bridge, and the right-hand piece of 

wood at the end of the cross-bar, Kakubha- Below the cross-bar, 
but near the four wires and on the right-hand side, three additional 
wires^were fastened for sruii purposes- 

\Vhat Svaras did each of the four uppper-wires and cl' tiic 
thredlower-wires speak, when sounded!' The answer depends on 
whet|)er the Vina was Sudha Mela or Madhya Mela. For, wnlle 
the order of the three lower-wires was the same in both the kinds 
of th^ Vina, namely, Mandra Sit, Mandra Pit, and Madhya .Sit; 
the order of the four upf er-wires. in Sudha Meta Vina, was.'-- 
Anumandra Su, .\numandra Pa Mandra S.t, Mandra Ma] and that 
in Madhya Mela Vma .:—.Vnuinandra Pa, Mandra Sa, Mandra 
Pa, and Madhya Sa- 



.Confining, now, our attenti m to the S idha Mel i Vina, we 
note that, over its cross-tjar; six frets were placed in such a man¬ 
ner as they produced, in order, by the first (Anumandra Sa) wire 
the following svaras:— 

1. SudhaMridu 

2. Sudha Ca 5. Sudha Ma 

3. Sadharana Ga 6. Mridu Pa ; 

by the second (Anuimandra Pa-) 'wire, the following svaras:— 

1. Sudha D/i<i 4. Mridu Sa 

2. Sudha Ni 5- Sudha Sa 

3. Kaisiki Ni 6. Sudha Ri ; 

by the third (Mandra Sa-) wire; the fcllowing svaras:— 

1. Sudha Ri 4- Mridu Ma 

2. Sudha Ga o- Sudha Ma 

3. Sadharana Ga 6- Mridu Pa ; 

and by the fourth ;^Mindra Ma-) wire, the follo'wing s^ara*’:— 

1. Mridu Pa 4- Sudha D/za 

2. Sudha Pa 5. Sudha Ni , 

3. Omitted (h) 6- Mridu Sa- ^ 

N. B- An additional 7th fret for Kaisiki Ni is suggested. 

Be it remembered that, in hi'gher registers the only wire that 
could possibly produce S'we-t or igrreeable svaras was the fourth 
and not any of the other three upper-wires Be it also remembered 
that Sudha Sa and Su lha Ri of the second wire occurred again on 
the third and were therefore of no use on the second and that, 
similarly, Sudha Ma a.aj Mridu Fa of the third wire occurred 
again on the fourth i:;:! were therefore of no u:e on the 
third. 

^ Finally, Sbmanith. lire Rlmimit.a, made reference to what 
were ca'led Syayawi/i.e; w iich were self-prod iced svaras or, in 
the language of Sbiiai ..i hiinsel:', ‘mot artificially produced 
svaras” 1 In the Intr-^,. crion to my edition of Sj iraniilakila- 
nidhi^ I stated that R u. :!.itya.’3 Svayainbhus had;a close affinity 
with the Harmonics, in much as the former belonged to the 
second, and perhaps eve . o th thir :, ca. igory of the latter, men¬ 
tioned therein.'^ 

1. g —.,jhj 

2. Vide my Edition o! Sv iramilijkalunidhi—pTgc Iv. 
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‘Yes’, said Mr. K. B. Dc .al of Sangii- .\n emohatic ‘No’ was 
the reply of Mr. V. N. Bhatkhande of Bombay. 

Thus a hot discussion on the point raged, in 1916, bet¬ 
ween the t'wo cambatants ; and the reader will, I think, find it 
profitable to study it in detail. 

In the first place, Mr K. B. Dival observedA The harmonics 
or overtones are heard on a string vibrating in its whole length in 
two ways:— 

(1) Strings, in vibrating, do not only swing as a whole but 
have also several secondary ir.otions, each of which produces a 
sound prop-er to itself. A string, when struck, vibrates first in its 
entire length, secondly in two segments, thirdly in three, fourthly in 
four, and so on. All of these motions are simultaneous and the 
sounds proceeding therefrom are blended into one note. The 
lowest note is the loudest and is called the fundamental or prime 
tone and tiie- others are called overtones, upper partials or 
harmonics'. 

(2) If a string be touched at its middle with the finger, or 
better still with a feather, as in the following diagram:— 



Fig. 33 


and if you rub it with a bow, a note is obtained vvhich is obser¬ 
vably hiyher and which the practical musicians call the octave of 
the fundamental m te. The string in this case vibrates in two parts 
in such a way that the point touched remains al rest- Successi\ely 
higher and higher notes can be obtained from the string by touch¬ 
ing it at a third, a fourth, and a fift , of its length, etc.^ 

1. Vide Mr. Deval’s Tluory Indian Music as expounded by k omanath p. 12, 

2. Vide HoMTies p. 69. 

3. Vide Blaserna’s Theory oj Sound, p. 12. 
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The recognition ot the first kind oc aarmonicj uy o 
ha5 been dealt with when he constructed his Rudra Vina by 
placing four wires of different notes, viz, Anumandra Sa, Anuman- 
dra Pa^ Mandra Sa, and Vlandra A/a, on two fixed bridges. When 
Somanath sounded the first Anumandra Sa wire, he clearly heard 
Mandra Sa and Mandra Pa as Aiiuranan ithmikadhvani or over 
tones. Having heard these, he was able ta correctly tune the second 
and third wires of the Vina. 

As for the second kind of harmonics. Chapter 11, verses 30, 31 
and 32 of Somanath’s Rdgavtbddha are in point; and they are 

!1 \o II 

7|:rft’T^P^’4fi^niT5R?T ^5 I 
II \K II 

trlr: ^iTT; 11 11 

The meaning of the verses is as follows -.-’Besides t'ne svaras 
Sa, Pa, A/a, though fi.xed srutis have been assigned to tt^^iu, are 
Svabhtis (or Svayambhus) That is to say, they emanate spon¬ 
taneously without any effort to produce them and, as such, are 
not artificially produced svaras. I shall clearly explain the 
reason why they are so-called. In the fourth wire and above the 
second fret, there emanates spontaneously and without any 
contact of the wire with the fret, another fine sound similar to 
to Mandra Pa- That Mandra Pa is Svayambhu. Likewise, the t ' 
svaras Sa and A/a of the Madhya Register ate also Svayambhus, 
inasmuch as the same fourth wire, when gently touched above 
the eighth and eleventh frets, gives rise to two other fine sounds 
similar to them. Hence the svaras Sa, Pa, Sa, A/a which are 
fine sounds, similar to the actually prodneed Sa, Pa- Sa, Ma but 
‘having nothing nothing to do with any wire, are Svayambhus”. 

Now, the real bone of contenti' n between the two parties 
lay in the interpretation of these three verses, in general, and of 
the first two of them, in particular- 

Mr. K. B- Deval averred that from the word (Svayambhu) 
occurring in the (said) verses 30 and 5*, t le might infer that 
Somanath was acquainted with the western theory of Harmonics. 

And, continued he, in the first process described by Somanath, 
we shortened the sounding length of the wire by pressing it on . 


of the wire to vibrate but introduced a nc^e which emphasised 
one particular upper partial, so that we heard the Panenama, not 
in the octave, to which the Madhyama wire belonged, but the second 
higher octave. This Panchama was called by the scientists of the 
west an upper partial or overtone or harmonic. 

On the other hand, Mr. V. N. Bhatkhande contended that 
the two processes, rnentioned above, were the same. The note 
produced by pressing the wire down to the frets and thus shor¬ 
tening its length was the same as that obtained by simply touch¬ 
ing the wire on its upper part- Mr. Deval called the latter Har¬ 
monics but he was wrong*. 

Mr- P. R. Bhandarkar supported Mr. Bhatkhande and obser¬ 
ved: “Usually a desired note is produced by pressing the string 
on a fret by means of a finger of the left-hand and plucking the 
string; but the author of Ragavibodha observes that the same note, 
ratlier faint, can be. produced without bringing the string h.to con¬ 
tact with the fret at all, but simply by lightly touching it with a 
finger of the left hand. Hence he says the note is Svayambhu. 
Even a beginner in the science of acoustics will understand that 
these two methods are in essence, the same—the damping of the 
string, in one, being strong and, in the other, weak ; and that this 
experiment has absolutely nothing to do with harmonics ”* 

Mr. Deval replied ihat he did not, in the second process 
damp the wire as Mr. Bhandarkar fancied but kept the whole 
length of the wire vibrating, as per the instruction of 
of Somanath. He wound up his argument with the following Tivo 
Diagrams :— 



Fic. 34 


1. Quo'ed from Mr. Deval’s T:::o’'y of Iiuliitit Music — -p- ■■- 
I. Vide Hindu Music Journal, p. 38. 
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Fig. 35. 


and remarked in connection therewith : What Somanath 
did by creating an artificial nodal point by touching the Madhya- 
ma wire of his Vina at its ninth part and hearing the Panchama 
note of the higher octave which is an upper partial, as in Fig- 114 ; 
Blaserna did by touching the Shadja wire at its fifth part and 
hearing the fourth upper partial, Gandhara, as in Fig- 35”. 


The whole question was iT^^'^i^ht to the melting-pot. of the 
first All India Music Coriferenci^-^l was held, in 1916, at 
Barodah W* 


As already said, the real apple of discord between the two 
parties lay in the interpretation of the verses 30 and 31 of Chap. 
II of Somanath’s R.igavihodha. Hence with the consent of both 
the combatants, the President of the Conference referred the 
interpretation of the said verses to two Sanskrit Scholars, that 
were present there, named Prof. Arte of the Baroda College and 
Pandit Venkatesvara Sastri. Messrs- Mangesa Row Telang and 
Narasimma Row Divatia. Sanskrit scholars and musicians, were 
asked to testify to the correctness of the translations, which they 
most unhesitatingly did. 


The translation that was submitted before the Conference by 
the Sanskrit scholars was as follows : — 


N .3 


frqrrT: 


Besides; \ 

though their srutis are 
established cr reco¬ 
gnised in the Sustra as 
so many ; 

The svaras Sa, Pa. M.z; 
C'^me into existence of 
their own accord; 



1. I myself attended the Conference as an invited Delegate. 


^ 5 • 

j 

I 

1 

1 

JTJT: (=^ir?T 

?mT iVfiTOTq-f I 

sfi-jrTgTr 


?rar iT^TT 




vrih ^ 



iiiev arc uul luiagiutu, 

I shall explain the reason 
fully and clearly; 

on the fourth wire ; 

over the second fret; 

without close contact bet¬ 
ween the wire and the 
f ret; 

Another second svara 
similar to that very 
Mandra Pa; 

A minute sound is heard ; 

Just as the Mandra Pa 
arises on the second 
fret, when the wire and 
the second fret are in 
contact; 

So also even when you 
slightly touch the wire 
with the little finger of 
the left hand over the 
second fret and though 
the wire is not in con¬ 
tact with the fret, ano¬ 
ther Mandra Pa, a low 
one is heard; 

Therefore, for that reason 
the Mandra Pa is 
Svayambhu- • 

Simibdy, Sa and lla of 
the middle register are 
also Svayambhus. 


When Prof- Arte finished his translation- Mr. G- S. Khare of 
Poona as! ed him the m.eaning of the word appea.ing in tne^ 
Commentary; and the Professor replied tha.*; it litenlly meant 
‘ similar Messrs. Telang and Divatia testified to the correctness 
of the translation by Prof. Arte- 
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Bnt what was the wonder! Each of the combatants lound, in 
the said two verses, even as interpreted by the Prof ssor. an autho¬ 
rity only to support his oxvn respective cantention!! So, they shook 
their heads, not their hands, and parted !!! 

I think that, at this distance of time, we shall be able to dis¬ 
passionately review the whole question and come to a definite con¬ 
clusion thereon. 

I, for one, rind that, between the two parties, there is a point 
of agreement and, again, a point of disagreement. 

The point of agreement is that there are two processes of 
produ;..ing notes on a wire—11) by pressing the wire so as to bring 
it in contact with the fret and (2) by gently touching it with the 
the little finger (or feather) without, however, bringing it in con¬ 
tact with the fret. 

As for the point of disagreement, Mr. Deval asserts that the 
^ note produced by the second process is an upper-partial to that 
produced by the first process ; while Mr. Bhatkhande emphasi^ses 
with all the stress he can give, that tlie notes produced by both 
the processes are one and the same, though the first is loud and the 
second is faint. 

The confusion between the two parties seems to be due to 
the fact that the very Somanath played the one off against the 
other, by appearing to side, in turn, with each. 

Hir, commentary,* in which he gave the premises, seems to 
suppcMT Mr. Bhatkhande; while his assertive conclusion', which 
the pcet rises do not, necessarily, warrant, seems to support Mr. 
Deval. 

'' Wo are thus driven to the conclusion that Sbmanath's Theor\ 
of Svaya-v.hhu is one big confusion and that, in trying to nse high¬ 
er than Ramamatya on the point at issue, he virtually sank lower 
than b’-.; nredecessor. 

-.r'H 

— F'3r iitear.iiig see page. 69 

,, llrit! —For tneaning seepage. 59 
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1 he tollowing luiagram,- wnicii repiescota ouiiicmciLn a 
Vina-System, shows that, from among the fourteen svras which 
Somanath had originally taken up to build his Svara-system, 
Anthara Ga and Kakali Ni were eliminated, for the reason that 
Mridu Pa and Mridu Sa were deemed to practically represent 
theni and that, therefore, the whole of his Raga-system was built 
only with the twelve^ svaras, mentioned in Fig. 36, in spite again 
of the t\/enty-two svaras with which he had built his Mela-system, 


1 

Names of the ! 

F 

RETS 


Four Upper Wires 

i ‘ " 

III 

IV 

V ! VI 

1 

VU VIII 

.\numandra Set S. R S. G. 

Sa G. 

M. M 

S. M 

M. P S. P 

Anumandra Pa S- D. ' S- N. 

K. N i 

M. S 

S. S 

S. R S. G 

Mandra Sa S. R. ' S. G. 

Sa G 

M. M 

S. M .. 

M. ? S. P 

Mandra Ma M. P. j S. P. 

1 

? 

S. D 

S. N. K. N. 

M. S S. S 


(Fig. 36) 

' If, now, the readerTooks at Somanath’s twelve svaras * and 
the modern twelve svaras, at a glance, thus— 


Names 



Twelve Svara 

S. 


Somanath* 

S. S 

S. r! s. g 

Sa G |vi. M S. M' M. P 3. P 

3, Dl S, N 

K. N M. S 

Modern 

S. S 

S. R Cha r< 

Sa G ;A.. G S. M P. M 3. P 

S. D|Cha D 

K. N Ka. N 




! i 

1 



Fig 37 


1. The abbreviations used in the Diagram Fig. 36 and in the next Fig 
"37 are explained as fc ows; — 

S. R=Sudha/?i S. N = 3udhaiVt Sa. G = Sadh.'rana 

5 . (j=Sudha G(i K* ts^Kaisiki Ri M. —Mri<*u .tJci 

S. M-’Sudha .Wrr S. S = Sudha Sa M. P=Mric'u Pa ^ 

S. D = Sudha D/;a S. P = Sudha Pa M. S = Mrid.i Si? 

The five new abbreviations introduced in Fig. 37 are as follow." — 

I A. G -.\..thara Ga 

Cha. R = Chath.jsruti Ri P. M^Prathi Ma 

Cha. D = Chathusruti D/;a Ka. N = Kakali A’t 

2. Cf. ^ -"W i 

5P:t: 5R tnrfJTcm: iR I HfRu r:. 

qs%f^rR: II iagavibij'Jaii. 

3. Cf. .\l 30 L. K Joshi's Remarks in p. -43 of the Report of (I'.e Second 

All India Music Conference, Delhi. 







and if he refreshes his men'.ory of the tenor of the special instruc¬ 
tions given in connection with Fig- 13 of the Introduction to my 
Edition of SvaranijldkiiUnidhi ; he will not find it difficult to 
interpret a Inn .St <i.ll the luigas of Somanath in terms of the 
modern Rag is. 

It only remains for me to explain the meaning of the various 
Terms occurring here and there in Ragcivibudha- 

1. GRAHA, AMSA, NYaSA. 

Graha and A'yus.r belonged more appropriately to the 
Siimagdttinn which was a vocal downu'ard scale and which, there¬ 
fore, as rightly remarked by Mr. Fox Strangways, “ established the 
tetracherd before the pentachord The original tetrachord of the 
Saman Scale was " Ga-Ri Sa-Ni ’ according to Fig. 2^ of the 
present work and even according to Exercise 376 of Mr. Fox 
Strangway’s Music of Hindostan. The upper terminal of the 
tetrachord, viz, Ga was the Graha, while the lower terminal there 
of, viz, A’i was the Nyasa. 

Later on, Graha and Nyasa were regarded as the respective 
I'otes on which a Jati or a Raga was supposed to begin or end. 
It was in this sense that the Sanskrit writers on music used the 
terms to classify therf Ragas. Nay, they added a third term, 
Amsa- The reader will note that, in Figures 11 and 12 of my 
Edition of Svaramelahal.inidhi as well as in Figures 30 and 31 of 
the present work, almost ever>' Raga was given its Grciha-, Amsa, 
and Nydsa- 

‘ Amsa ’ was perhaps a note which was calculated to serve as 
a contrast f.o ‘ Grahathe drone. It was a Jiva-svara which 
would bring out, in bold relief, the most excellent feature of the 
» Raga in uuestir n and tfvereby produce the greatest aesthetic effect. 

But c.ei; a glance at the above-mentioned figures shows that 
the idea o' such a ‘ cortiast ’ had long been forgotten. Otherwise, 
Ramamat'a and S-’ acnath would not have given—as they 
actually gave —07ie and tke same svara, as Graha, Amsa. and 
Nvasa, to Imost all o' .\eir Ragas. 

1. ^■!ce Mr. Fox b:r'.-.-way’s iWirs/c o/Hi'/iJos/a.i. p. 27’, 

2. '\ iJe the sanre book p 1.‘'3. Footnote. 1. 



It is true that these three terms formed part ot lonaraia s ten,‘ 
and Sharngadev's thirteen,** criteria, whereby to deteripine the 
Jatis, and that Venkatamakhi reiterated them in his Chathup- 
dandiprakdsikj, although his ten’ did not fully tally with Bharata^’s 
ten. But, all the same, I agree with Mr. Bhatkhande that all 
those criteria, including Graha, Amsa, and Nyasa, have today 
become obsolete. ‘ 

I say ‘including Graha, Amsa. and Nyisa,’ because even in 
the sixteenth century, there was a tendency to roll those three 
terms into one and give the same fundamental Sa to most of the 
then prevailing Ragas as their Grahas, Amsas, and Ny4sas. Much 
more, therefore- have they gone out of use, today, in favour of the 
fundamental Sa. * 

1. nfhfl ^ I 

| Ndty^ Sdstra. 

Graha, .\tnsa, Thira, Mandra, Nyasa, .\pany4sa, .\lpatva Bahutva, 

’ Shadava, and OuJava—these ten are the Lakshaaas of Jatis. 

rFi: || 

tFTTFqrrrnJTTJT'n I 

II Sangiiharatndkara 

There are thirteen Criteria, whereby to determine a J4ti : Graha 
(Beginning), A>n?a (Jiva), Thdra (top), Mandra (the lowest note), 
Nyasa (End), Apanydsa (End or stop in the middle), Sanydsa (End 
of the first division of a song); Vinydsa (End of the first line of the 
song), Bahutva (frequency), Alpatva (Infrequency) Shadava (having 
G notes), Oudava (having 5 notes), and Antharamdrga (the relation 
of Vadi with other notes. 

3, iT'gdrgl ^ rr^gr i 

fTnui li —Jhathurdandiprakdsika 

The first feti of the footnote 2. supra are mentioned in this verse. 

4. ffnTm: ^ I 

. . II — Lakshyasangitha 

I do not ;ee the present application of the rules of Graha, Nyiisa, 
.\panyasa etc. 

5. Vide Mr. Fox Strang.vay’s Music oj Hindostan p. 153, Footnote 1. 
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• In the footnote 2 of page 13, mention was mad. of Antha- 
ramdrga-) which denoted the' relation of Vadi with other notes. 
This naturally takes us to the interpretation of a fresh set of 
terms, viz;— 

2. vIdi, samvadi, VIvadi, ANUVADI. 

The text-book writers on music used to divide the svaras into 
four classes, viz, Vadi, Satiivadi, Vivddi$ and Anuvddi. ^ The 
‘Vadi’ was the predominant note in a Raga; and immense was 
its prayoga or application therein.'^ It was identified even with 
Amsa} The svaras between which there was a distance of 9 or 13 
srutis were called ‘ Samvadis ’ to each other * Dathila and 
Mathanga followed Bharata in the matter of sticking to 9 or 13 
srutis. But, from the time of Sharngadev down even to that of 
Venkatamakhi, 8 or 12 srutis were said to be the distance between 
the Samvadi svaras.® This difference Kallinath tried to reconcile bv 
asking the reader to altogether omit the first svara * from the 
calculation and count the remaining notes- Somanath and Venkata- 
makhf followed suit in this respect- But none of them enunciated 
any principle whereby ‘ the first svara’ was to be omitted. Hence 
I am disposed to hold to Bharata's position on the point- In 
modern phraseology, the distance between the two samvadi svaras 
is the perfect fourth or fifth- 

As for Vivddis, Bharata said that there should be a distance 
of 20srutis between them- ^ But Dathila and Mathanga spoke of 

1. Cf. ^ wmvi \ 

.. IlSu^gi.' hartanakara 

They m;iy be caileJ in English, sonant consonant, dissonant, and assonant 
notes respectively. 

^ 2. Cf- unh g aqiri gp:: \—ibiJ 

3- Cf. (1) 57 ^ urgt i—.va.y.i SJsira. 

(2) 3T5TT gigi Sf I S ingitliaSiTinay.isar.i, 

4. Cf. rTl5T-qn^ fTgffgtTf- Sdstra- 

5- Cf. I 

f At: .II Saiigithar.ziiiakara. 

Cf. j 

surrgt fTTmsl 41 ■ ^54^ | —/fcid. 

■o * 


a distance of -ou’y 2 srut’s between Yivddi svaras, * This difference 
coi’'-^ he reconciled; for, looked a. from different points of view, 
born were virtually the same. But, be it noted, from the time of 
Sharrgadev down to-day, the distance between the Vivddis was 
said'vo be o«(3 sruti.^ How 1 could be reconciled with 3 remains, 
yet, ?. puzzle- 

Hence, perhaps, .Vhobala cut the Gordian Knot by defining 
Vjto//, not in terms of srutis, but as a svara which marred the 
beauty of a Raga ^ and thus appealed more to the listener’s ear 
than to anything else. 

The Vadi, Samvadi, and VivaJi thus established, the rest 
were called Anuvddts. * 

The ancients’ itch for personification made them siy the 
Vadi was the king ; Samvadi, the minister; Vivadi, the enemy; 
and Anuvadi, the servant.® 

Be all that what it might, we are now concerned with getting 
to know what part those four terms, Vadi, Samvadi Vivadi and, 
Anuvddi play in modern music- 

Today ‘ Vadi' has merged itself in the fundamental S.i; the 
theory of varjya-svaras has driven the ‘ Vivadis ’ out of the 
field®; t'ne non-varjya-svaras have taken the place of ‘ Anuvadis 
while the principle of Samvdditva alone survives now in all its 
vigour, the essence of which is, as said above, the relation of the 
perfect fourth or fifth. ’ 

1. C.f- (1) g Hgifg^rt \—Dathilam 

2l a?cRr4Tfs4I%43?Sg I— Brihad Der'. 

2- Cf, qmi r^TrgTnfgfk gfgH vrgrt i KaHinJth. 

3_ Cf- rr?F,f4%^g?g g 4^?; g I 

Rf-urf^lf vrgpiuu II — Saugithapurijatka. 

4. Cf. E4 Tssrrfqfig 5hii: —Satya 

Sastra. 

0. Cf- 4Tgl ?iur 

7r^W4.gf r;<3 g \ 1 —Saiigttltadarpana 

h. cf f44igf g 074514 ? ■—Sr.;? •hcsttdhakara. 

7. see the wolking of the princii-Io of iVam'-aJitva in .Mapana and 

even in compositions. For example, the |pallavi of Sakkani Rjjama- 
rgumu begins with /?«; and tiie first svara of its annpallavi is Dha, 
the perfect fifth of Ri, 




. To illustrate, the following groups^ viz. Sa-M-i; Sa-Pa ; Ri- 
Dha^; and Ga-Si are all Samvadis.- And Venkatamakhi adds 
Sa.lharama Ga and Kaisiki Ni; Anthara Gi and Kakali Si ; and 
Sudha Ri and Varali (Prathi) Ma are also Samvidis. But Sudha 
Ma and Sudha Si alone are not Samvadis, even though the dis¬ 
tance between then is nine srutis. The reason seems to be that 
Sudha Ni is really Chathusruti Dha and that the relation between 
Ma and Dha is neither perfect fourth nor perfect fifth- 

3. thana, sudha-thana, koota-thana, 
NASHTA, UDHISHTA. 

All these are allied terms and may, therefore, be grouped 
together- Most of them have now become archaic and have, if at 
all, only academical interest. 

Kallinath explained the literal meaning of the term Thdna 
to be “ that by which the svaras are expanded. ” ‘ Venka¬ 
tamakhi took the cue from Kallinath and unambiguously defiyed 
the term to be “the permutations and combinations of the 

>) j 

svaras. 

In this sense, ‘Thana ’ is said to have fallen into two divi¬ 
sions, viz, Sudha-Thana and Koota-Thdna. There is almost a 
consensus of opinion, among the ancient authors, that the Sudha 
Thanas are but the Sudha Moorchans, only they are Shadavas or 
Oudavas. * 

1 say ‘ almost, ’ because Mathanga created a confusion by 
drawing an incorrect contrast between the Moorchanas and the 
Thanas: ‘‘ The Moorchanas took into account only the Arbhana 
ani the Thanas, only the Avarbhana. ” ‘ Somanath, however, 
po’^sted out the incorrectness of Mathanga’s view -• ‘‘ Inasmuch as 
th-.; Sudha Moorchanas are the Sudha Thanas, the Thanas must 


1. Cf- l— Sangitharatndkara Commentary. 

3. Cf. — Chathurdandiprakdsika 

3. Cf- |— Sangitharatndkjrct 

4. Cf. 1— Brikad Des^ 











fact that Mathanga wou’d Lave Arbhana aJone for the Thanas.” * 

In his Sangithasudh.i ICighunatha Xaik followed the opinion 
. of the majority and observ.d tl at the Sudha Thanas were 84 in 
"^1 number, that the regular ' rder of ascent and descent in pitch with 
which the svaras proceedei! was their charactsistic feature,* and 
that, while the Moorchana-connected Sudha Thanas were used in 
Vedic music, the Koot.'> Thanas have been used in secular music.* 

Koota-Thanas are defined to be the combinations of svaras 
containingjVrcg-w/ar series of niites, sung at random. They are 
not, like Sudha Thanas, confined to the Shadava or Oudava 
Group. They consist of svaras-'ranging from 1 to 7, which are 
permuted and combined in ad possible ways. In fact, Koota 
Thanas are almost what we nc- ' call Sarali-Varisais. 

• The total number of the Sampurna Koota Thanas is 5040. 
And that of the Asampurna on .s is as follows .'—That of 6 svaras 
is 720, that of 5 svaras, 120 ; th.it of 4 svaras, 24 ; that of 3 svaras 
6; {hat of 2 svaras, 2 ; and that of 1 svara only 1- When, among 
the numbers 1,2-3, 4, 5. 6, 7, each succeeding figure is multiplied 
by the preceding figure or figures, the several continued products 

1- Cf. 5Tyiwj?Tr: | 

nmfq Rfimran nH l The reader will note that 

SomaDith misquoted Ma'hanga. Or srrff?' must be a slip of the 
pen lor 

2. Cf Mlftipl ff g:3;nRf: |— Sangithasudha. 

N. B. The Shadava Sudha Ihfinas \V'. s 49 in number, 23 in the Sir-Grama and 
11 in the Ma-Grama. The 23 of the Sir-Grama Sh.adava Tharas were 
made up of / with Sir omiiied, 7 with Ri omitted, 7 will Pa omitted, 
and 7 with iVr emitted land the 21 of the d/ii Grama Shadava Thauas 
were,made up cf 7 with .,'ii ntr.ined, 7 with Ri emitted, and 7 with Ga ' 
^emitted. Similarly the C'udava Sudha Tnanas were 35 in number, 21 
in the S.i-Grama ami 14 :p. ihe Ma Grama. The 11 uf the S.r-Grama 
Oudavi Thana? werr made up of 7 with Sa and iPr omitted, 7 with Ga 
and Ni omitted, and 7 wi’.n Ri and Pa omitted ; and the 14 of the Ma- 
Grama Oud tva Thanas v.-er made up of 7 with S.r and Pa omitted and 
7 with Ga and Si omitie fn .all, the Sudha Thanas were (+9+35 = ) 

34 in number. 

3. Cf. ij+g vtr; !g:3:cTRr: i 

ir ^ ||—Sangithatudha 
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obtilined indicate, in order, the total number of the Koota 1 harms 
that can be formed out of the svaras, ranging from 1 to 7. F t 

example. 

For the seven svaras, the Koota Ttianas are 7 x 5 )s:X + X3x2x1=5j 0 
For the six svaras, the Koota T lanis-ve 6 X 5 X 4 X X 1X 1 = 72^0 

For the five svaras, the Koota Thaaas are 5x4x3x..xl= 120 

For the four svaras, the Koota Thaaas are 4 X 3 X 2 X t = -4 

For the three svasas, the Koota Taaoas are ^ 3x2x1= 6 

For the two svaras, the Koo.a Thauis are 2 x 1= - 

For the one svara, the Koota Thanas lo'm only 1= ^ 

For an elaborate prasthAra of all the kinds of Koota 
Thanas, the reader is referred to Appendix II of Sharangadev s 
Sangitharatndkara- 

As for the method bv which the Koota Thanas are pras- 
ihdrafied or expanded, Somanath chose to give us the following 
instructions .*— 

1. In any combination corSiSting of 1 to 7 svaras, choose 
any desired order or arrangement and write it on the first line- ^ 

z. For each succeeding hne, take the svara on the upper line 
and write it below its succeeding svara- 

3. Write nothing below the lowest of the svaras chosen. 

•P If the svara to be written on the lower line is found 
among the succeeding ones on th_ upper hne, choo.-e instead that 
which is previous to it- If that sv.ara a so occurs on the upper 
line, choose that which is previo.is to to the previous one and 
so on- 

5. To the right of the chcH-n svaras repeat the other succee¬ 
ding svaras on the upper line anu t :> the left uf it, add the remain- 
^ ing svaras in the order originally adopted * 

Lest he should be misundirsi-oi, SomanFth worked out his 
instructions and gave us. a speoin-.-m of how to expand the Th.inas- 
Here is that specimen : — 

Let Sa-Ri-Ga-Md be tat v.i'-t line. On the second line, 

nothing should be written bel - - : . for it is the lowest of the 

1. Cf- lA ■■ 1 

.n-oTf: || 

> i II— 
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OVaioia LllUbCil* xx*-, wv-r aw --, _ , 

write Ga-Ma found on the upper hne; and to the left of Sa, add 
tho only remaning Ri. Thus wo get the second line, Ri, Sa, Ga, Ma- 

On he third line, nothing should be written below Ri, for Sa 
is found to the right of Ri on the upper line and there is no svara 
previous to it. Nothing, again, should be written below Sa, for 
it is the lowest of the svaras chosen. Now, below Ga write Ri, 
Then, to the right of Ga, write Ma found on the upper line ; and 
to the left of Ga, add the remaining Sa and Ga, in the order of the 
first line- Thus we get the third line Sa, Ga, Ri, Ma. 

On the fourth line, nothing should be written below Sa, for it 
is the lowest of the svaras chosen- Nothing, again, should be 
written, in the first instance, below Ga ; for Ri is found to the 
right of Ga on the upper line. Choose, therefore, Sa which is 
previous to Ri and write it below Ga- Then to the right of Sa, 
write Ri and Ma in the order ,.f the first line; and to the left of 
Sa, add the remaining Ga. Thus we get the fourth line Ga, Sd, 
Ri, Ma. ^ - 

On the fifth line, neither Sa nor R\ should be written below 
Ga, for the reason that they occur on the upper line ; nor could 
any svara be written below Sa which is the lowest of the svaras 
chosen- Therefore, write Sa below Ri- Then to the right of Sa 
write Ma , and to the left of Sa, add the remaining Ri, and Ga 
in the order ol the first line. Thus we get the fifth line Ri, Ga, 
Sa, Ma. 

On the sixth line, Sa cannot be written below Ri, for it 
occurs on the upper line. S) write below Ga. Then :o the 
right of Ri. add Sa, Ma; and ta its left, the remaining Ga. Thus 
we get the sixth line Ga, Ri, Sa, Ma- ^ 

Continuing the process, we get si.x varieties ending in Ga, six 
varieties ending in Ri- and agiia si.x v.irietie? ending in Sa- Here 
the prasthdni stops. Hence, the total number of Koota Thanas- 
formed out of four svaras, is 2b 

XASHTA 

‘ Na.snta ’ literally means Inst; and it indicates he process 
whereby to discover the form of a ' lost ’ Thana- Nashta, there¬ 
fore, may be defined to be a method of finding out the '’jonn of a 





given Koota-Thcina. To correctly unueisua.!.^ - 

the’following instructions should be noted:— 

(1) Write the totals of the given Koota-Thana- 

(2) Subtract the number of the given Koota-Thana from the 
last of the tola’s ; and also divide the remainder by the total pre¬ 
ceding the last. 

(3) Divide again, the remainder (of the division) by the 
immediately preceding total and continue Ais process of division, 
if need be. 

(•i) The several quotients, thus obtained, indicate the 
svaras of the given Koota-Thana- 

(5) These svaras should be taken in the reverse order and 
should be calculated from the second svara in the natural order. 

(6) If any remainder is indivisible, the svara which precedes 
the second should be taken. 

(<) The svaras, once discovered, should not be taken up 
again but be omitted. 

('>) If, in the very first subtraction, zero is the result; then, 
inverse the natural order of the svaras taken. 

The above-mentioned ‘ instructions’ Somanath chose to work 
out and give us a specimen of a problem and its solution. 

Problem :—What, among the Koota-Thanas of five svaras. is 
the form of the 35th Koota-Thana ? 

Solution :—The first five svaras, in the natural order, are Sa — 
Ri — Ga — Ma — Pa. The first five totals of the Koota-Thanas are 
1,2.6, 24, 12U. 

Now, the number of the given Koota-Thana is 35. To find 
out its form., we must first subtract 35 from 120 (the last of the 
‘totals). The remainder is 85- Divide then, this 85 bv 24 (the 
total preceding the last). We get 3 as the quotient and 13 as the 
remainde*". 

Now, the 3rd svara from the second, in the natural order, is 
Ma. Hence Ma is the first of the svaras discovered ; but it is the 
last of the 35th Kocita-Thana. 

Omitting Ma, there remain Sa. Ri, Ga, P i- Now, divide the 
remainder 1 3 by 6 (the immediately preceding total); and we get 
2 as the quotient and I as the remainder. 
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is Ga. He nee Ga is the next svara discovered ; write it, therefore 
to the kft of .ila. 

Omitting Ga, .Uu, there still remain Sa, Ri, Pa. Now, divide 
the second remainder 1 by 2 (the immediately preceding total); 
and we find that the second remainder is indivisible. Hence, in 
this case, the svara preceding the second, namely Sa, should be 
taken. Write, then, Sa to tlie l§ft of Ga, Ma. 

Omitting Sa, Ga, Ma, there now remain Ri, Pa- Now divide 
the above second remainder by 1 (the immediately preceding 
total); and we get 1 as the quotient and zero as the remainder. 

Now, the 1st svara from the second in Ri-Pa is Pa. Write, 
therefore. Pa to the left of Sa, Ga, Ma- 

Omitting Pa, Sa, Ga, Ma, there at last remains Ri. Write 
this Ri to the left of Pa, Sa, Ga, Ma. 

Thus the fully-discovered form of the 35th Koota-Thana of 
five svaras is Ri-Pa-Sa-Ga-Ma. 

.4 Second Problem :—What, among the Koota-Thanas of five 
svaras, is the form cf 120th Koota-Thana ? 

Solution thereto : —The first five svaras, in the natural order, 
are Sa-Ri-Ga-Ma-Pa. The first five totals of the Ko)ta-Thanas 
are 1, 2, 6. 24, i20. Now, the number of the given Koota-Thana 
is 120. 

Subtrict IcU from 120 ;the last of the totals); a'd we get 
zero as the remainder- 

Hence, inversing the natural order of the first five svaras, the 
form of the liOih Koota Thana is Pa-Ma-Ga-Ri-Sa. 

UDHISHT.A. 

‘ Udhisr.ta ’ literally means desired or ivished-for ; and it 
indicates the process whereby to discover :he number of a given 
Koota-Thana- Ldhishta, therefore, ma • b . defined to be a method 
of finding out the 'number' of a given Koota-Thana. It is thus 
the converse of Nashta- 

To correct V undcstand that ‘ method ’ the following instruc¬ 
tions should be noted ;— 

(1) rite on the first line the given number of the svaras 
in their natural )rder. 
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. (2) Wri+e on the second line the given Koota Thana. 

■ - (3) Write on the third line the trials of the Koota Thanas. 

(4) Find out what rank, after the second svara, the last 
svara in the given Koota-Thana occupies among the svaras 
written in the natural order. 

(5) By that raw^-number, multiply the last total but one 
and subtract the product from the very last.total. 

(6) Omit both the last svara in the given Koota-Thana and 
also the corresponding svara in the natural order. Omit again 
the last total. 

(7) If the last svara in the given Koota-Thilna comes before 
the second among the svaras in the natural order, that svara as 
well as the corresponding previons total should be omitted, 

(8) Repeat the same process to the end; and the final 
remainder indicates the number of the given Koota-Thana- 

(9) If, during the process, the last svara in the given Koota- 
Thana happens to be other than Ri and yet the second of .the 
svaras written in their natural order ; that la't svara must be 
deemed to be the first from the second. 

The above-mentioned ‘ instructions’ Som\nath chose to work 
out and give us a specimen of a problem and its solution- 

Problem : —What, am'ing the Koota-Thanas of five svaras, is 
j the number of the Koota-Thana Ri-Pa-Sa-Ga-Ma ? 

' Solution :—Write on the first line the five given svaras in 

! their natural order, viz- Sa-Ri-Ga-Ma-Fa. On the second line, 

; write the given Koota-Thana, viz, Ri-Pa-Sa-Ga-Ma. .\nd on the 

[ third line, write the totals of the Koota Thanas, ris 1-2-6-24-120. 

Now, the last svara in the given Koota-Thana, viz, Ma is the 
third from Ri *i’hich is the second of ,he svaras written in the 
natural order. By o, therefore, ma’t ply 24, which is the last total 
but one. The product is 72. Subtract this ~~ from 120, which is 
the very last total. We got the remainder ifl. Omit Ma and 
120. There remain Sa-Ri-Gj-P-T in the natu il o.rder, Ri-Pa-Sa- 
Ga- in the given Koota-Thana. anc 1-2-6--4 • Ihe totals. 

Now, the last svara in the r.maining r sras of the given 
.1 Koota-Thana, viz- Ga is the second from Ri vhich is the second 

^ of the svaras written in the natural orde^. By 2, therefore. 
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multiply 0 whicii IS, in tiie remaining group, me last lorai um. uuc 
e product is 1-• Subtract this 12 from 48, the previons remain¬ 
der. We get o6 as the present remainder. Omit Ga and 24. 
xnere now remain Sa-Ri-Pa in the natural order, Ri-Pa-Sa .n the 
given Koola-Thana- and 1-2-6 in the totais. 

Now, the last svara in the now-remaining svaras of the given 
Koota-Thana is Sa- Since it precedes Ri, the second of the svaras 
written in the natural order, it should be om.tted as well as the 
now-last total 6- Ther- now remain Ri-Pa in the natural order, 
Ri-Pa in the given Koota-Thana, and I -2 in the totals. 

Now, the last svara in the now-remaining svaras of the given 
Koota-Thana is Pa, which happens to be the second of the 
svaras written in the natural order- Hence deem Pa to oe the 
Jirot from the second of the svaras written in the natura’ order. 
By 1, therefore, multiply 1, which is, in the no\’'-remaining group, 
the last total but one. The product is I - Subtract this 1 from 36 
the ne.xt previons remainder. We get 35 as the now present 
remainder. 

Since Ri is the only svar-i that remains both in the scries of 
t.ae natural ordc and in the given K 'Ota-Thana, and since, there- 
loie, the process of multiplication and division cannot be continued 
anv furtuer; 3j must be deemed to be the final remainder. 

Hence oO is the number of the giv-en Koota-Thana. In 
other words, the Koota-Thana ’<i—Pa^Sa—Ga -Ma is the 35th 
of the Koota-Thanas of five svaras. 

The same pair of terms, viz, Rashta and Udhishta, Somanith 
made use of, even in connection with his 960 Melas- The method 
ot finding out the/'orm of a given iM-ela is 2:ushta ; and that c^f 
finding out the of a given Mela is Udhishta. To correctly 

understand both the methods, Somanath gave the following ins¬ 
tructions ;— 

I- WASHTA {RE MELAS] 

1, Have for reference the Fig. 25 of the present work. 

2. S 'btract, irom the number of the gi'-eu Mela, one by one 
ot tae gruup-hgures of ihe same variety ; and write the i^artin^ 
line, beginning With the nunaber of the group figure, obtain.id just 
where the subtraction stops. 



3. If. in the V^-ry l)eginning, the subtraction is uul -- 

commence the starting line ni';h 1 

4. Subtract, again, from the remainder obtained, one by 
one of the group-figures of the preceding variety, care being taken 
to see that those figures should [a: not belong to the first group 
(b) be below the corresponding figure written on the starting line 
and (c) also make a combination of their total numbers, with the 

• figure already written on the starting line, possible. 

5. The last remainder, obtained after subtracting one by 
one of the group-figures, should be such as its combination with 
the last figure in the scarting line, when diminished by one, may 
produce a figure which is not equal to or less than the preceding 
one or which does not indicate only a variety of the same note as 
the preceding one. 


Problem ;—What, in connection with the prasthara of three 
distinct sv.aras; is the form of 155th Mela ? 

Solution: —Here, the number of the given Mela is 155. Sub¬ 
tract, from 155, one by one of the group-figures of the same variety 
of three distinct notes, viz, the three figures 53, 53, 53 of tae first 
group. E. g. 155-53 = 102; and, again, 102-53 = 49. At the third 
53, the subtraction stops. Hence, begin the starting line with 3, 
and the whole of the starting line will read thus : 3 4 3. 


Now, we have determined the first figure if the starting line 
to be 3. What figures should take the place of i and 8 ? 

Subtract, again, from 49 "the remainder) one by one of the 
group-figures of the preceding varie'y, viz, 8, 8, 8, 8; 6, 6; 3, 3, 3. 
Care, however, should be taken to see that those figures should (a) 
not belong lo the first group ^ Kp) be below the corresponding 
.figure (viz, 4) written on the starting line and (c) also make a 
combination of their total num.ber, with the figure already written 


on the starting line, possible. 


Having omit ted ihe firsts, subtract, from 49, only the first 
seven of the remainin., group-figures, one by one; and we get 7 as 


1. We have therefore avoided ihe ri^ares 12, 12, 12. 

2. We must therefore omit the first S, the serial number of which is 4. 



second figure of the given Mela. 

Subtract 1 from " ; and wc get 5 as the remainder. Add this 
6 to the third figure of t ie starting line—thus, 8-f-6=14. Hence 
I 4 is the required third hgure of the given Mela. 

Therefore, the form of I 55th Me.a, in connection with the 
prasthara ot three distinct svaras, is 3-11-14. 

II. UDHISHTA ( MEL AS) 

Udhishta, again, is the converse of Nashta- It is the method 
of finding out the number of a given for.m of a particular Mela. 
It is some what analogous to the later Katapayadi-m&ihoA To 
correctly understand that ‘ method, ’ the following instructions will 
be of use :— 

(1) Write, on the first line, the form of the given Mela. 

(2) Write, on the second line, the starting line of the same 
vapety. 

(3) Find out the excess of the given MHa over the starting 
line under the corresponding figures. 

(4) Let the excess indicate the number of the group-figures 
of the correspondingly preceding co’umns as in the process of 
Nashta. 

(5) Add all these figures. 

(6) Add, to the total obtained, the remaining ones above the 
first figure indicated in the starting line. 

(7) Add, at last, 1 to the total sum- 

Problem' —Give, in connection with the prasthara of three 
distinct svaras, the ‘ number’ of the Mela which is of the form of 
3-11-14. 

Solution: —Write on the first line, the f.’rm of the given 
Mela, viz. 3-11-14. W rite, on the second line, the starting line 
of the same varety, viz, 3-4-8. The excess of the given Mela 
over the starting line under the second and fourth figures amounts 
to 7 a'd 6 respertively- "i shows that 7 figures below the 4Lh serial 
number o, the Fig- 26 oc the present work in the secc id column, 
thereof should be added thus 8-|-8-f 8-1-6-F 6-}-3-f 3= 12. Again 
6 shows that 6 figures below the 8th lerial number of the Fig. 26 
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of the present work in the first column thereof should be added 
1+1^.1+1+1+1 = 6. Add these two figures; and we get (42+6 
= ) 48. To this 48. add the remaining figures, above the 3rd serial 
numbers of the Fig- 26 of the present work, in third column there- 
of—thus [(53+ 53)+ 48-] 154. Add, at last, 1 to the total sum 
154; and we get 155. 

Hence 155 is the number of the given Mela. 

4. VARNA AND ALANKARA 

Varna is the singing of svaras, while Mankdra is a peculiar 
or idiomatic grouping of the vamas. Their classifications may be 
shown thus:— 

Varna 

_ ^ L~ _^^ 

Sthayi Arohi Avarohi Sanchari 


N. B. For examples, see the Text- 
(Fig. 38) 
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. At this state, mention must be made that, in ..is fifth Viv. , 

• .At tms b.at,e. ^ niethods ot V Lna-plaving, 

Somanath enumerated so nmn'. a, - i„ whieh they 

::;' riiatc;’ to-hnng out, n, boid 

relief, the peculiar phrases and f ywlka V of 

his Ragas. Indeed, trom \erse 3- . 

Us Ragavibodha. Somanath worked them ^. „„ihat 

employing suitable s,g„s for each ot them, gave ; 

even the Raga-Prasthara is not rvholly Ruoa-Fo ms.‘ 

So he rightly named his fifth Viveka-ttn^mSt, i.e Riga form 

Those 'methods’, red.iced in the f..l!owing Tabular Form, 
are well worth our study. 


1 1 found, in the Connemara Library, Madras a small book entitled . In- 

sical Compcsition..ofS6manitb critically edited with a table of Notations y 

R ^imen." This booklet' reproduces the fifth Viveka of So’nanatns 

‘ 6 d<i;,a:and thehead.phrase Musical Con.pos.tions is. I fear, very m.sieat.n^ 
as it generally indicates significant ‘Songs’ and not RAga-Prastharas w.ic 
S6manath manipulated with Svata-Vistharas. Ihe correct phrase is, tlierefdr^, 
Rdga-Forms. '» 
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SOMANATH’S 'METHODS' OF VINA PLAYING AND HIS ^ ■> 
•SIGNS' THEREFOR • “ ■ * 

N, B. An explanation of the abbreviations used in Fig, 40 ■ 


A = Above 
B =» Below 
■ C = Crescent 
Ch. L = A chained line 
E = An Elongated 
Zero 


H = Horizontal R =» By the right sid 

J = Jointed with a zero S = An S-Mark '• 
below Z = A zero Mark 

L = A Line 2Z’s — Two connected 

Lo = A Lotus Mark zeros 

P — Plus a point within ‘ . 


t. u 

3 Name 

3 

z 

Sign 

Description 
of the sign 

■» 

Function 

1 jPrathihatfii 


1 

2Z’s, B i 

Sound by double Beat; 1st producing 

I 



key Sa; 2nd oct Sa (HumkAra). 

2 Ahathi 


1 

i 

1 

0 

4 ^, H 

1 

Do by a single beat. 

i 1 

3 'Anuhariii— 

1 ^ 

-■ 

L,1 ' 

^ Do 

[ 

j 

4 Ahathi ' 

© 

Z, P. B 

1 

Do but by a Mend. 

5 teeda 

i 

; HO 

1 1 

i 1 

Z. R ! 

1 

Sound of double-Svara, 1st louder. 

•s- j 

6 Dolana 

: s ! 

^ i 

S, V A 

Sound by passing the fingers to and 


! 1 

1 

fro. 

7 iVikarshaaa 

1 

1 

S. H A 

Db lana only to but not to and fyo. 

S Gamaka 

HS 

S, V' ^ 

Do but slow and 3 or 4 movements 


1 

1 1 



9 Kampa j 

1 

h 

L,VA 

1 Gamaka. 

lu Gharshana | 

H 

1 L, HA 

Sound or a Svara accotnp tnied by 



1 

j its neighbours. 

'■ 11 Mudra 


; L, HB 

j On sounding a Svara, the finger pas- 



1 

1 ses to its preceding 00 s only 




1 to 0 )Ver and stop it. 

10 Sparsa 


i C, A 

! Ahathi, b t the fiuger ptisies to the 




pre< jding Svara anc’ rounds it. 

» 

"'13 Naimnya 


C.B 

1 

Loud Sound by passing ><? tinger 

1 



between the frets. 





Name 


Sign 


Fuacticn 


I Description | 
; of the sign ; 


15 

Druthi 


Ch. L, B 

16 

Paratha 


S, HB 



tA 

17 

Uchatha 


S, H AB 





13 

Nijatha (P) 

^0 

S.J 

19 

Nijatha (U) 

(A 

nO 

S. AJ 

20 

Sama 


E, V R 

21 

Mridu 

0 

E, V A 

22 

Katina 

o 

E, HA 

23 

Padmakara 


Lo, R 


S, J Paratha, slowly carried on 
S, A J ; Uchatha, slowly carried on. 


23: Padmnkara i | Lo, R Beginning or End. 

■ _I_ J__ 

(Fig 40) 

Having, witli the help of the Signs explained in Fig. 40, pras- 
tharahed the fifty-one ‘ Ragas, which he took up early in the 
fif ,h Viveka of his Rdgavibodha, Somanath proceded to mention 
as well as describe the various ‘ Deities,’ pertaining to tho..e Ragas. 
For instance, he expressed S j nkardbh.iranj in terms of a deity, who 
is of white color and beautiful, who is ever fond of dancing; who 
wears a garland of lotuses round his neck, vibhbothi (ashes) on 
his forehead, and a blood-red garment ail round his body. He 
felt at last that, while he could not, in the case of the sound-based 
Raga-Forms, exhaust all of them on account of their endless 
character, he was not, in the ca?.e of the deity-based Rdga-Forms, 

1. In the Preface to his Music Composition of Som.n .ith, M . Simon 
wrongly said ‘50 Ragas’; for, he unknowingly omitted G-'Jtr from his list. 
Further, compare {rniuii 1— Somanath’s Commentary. 





• rentlv-formed Deities in different countries. 

^ In his Musical Mo^^es of the Hmdoos, Sir William Jones 
made reference to Somanath’s Raga-Forms. which he chose to 
call ‘old Indian Airs, ’ and threw out a suggestion that the Svara- 
Vistharas, found in Viveka V (Verses 37 to l66) of Rdga- 
were closely connected with the wording of Jayadeva’s 
Citagovindam. He went even to the extent of citing a specific 
example in support of his’ suggested view. 

. Here, I shall let Sir Jones himself speak “ I selected the 
mode of Vasantha, because it was adopted by Jayadeva himself to 
_ the most beautiful of his odes and because the number of notes in 
Soma (-nath): compared with that of the syllables in the Sanskrit 
stanza, may lead us to guess that the strain itself was applied by 
the musician to the very words of the poet. The words are 

, 

t- g^ffra^ w II ‘ 

the meaning of which is as follows .-—While the soft gale of 
Malaya wafts perfume from the beautiful clove-plant, and the 
recess of each flowery arbour sweetly resounds with the strains of 
the Kokih, mingled with the murmurs of the honey-making 
swarms, Hari dances, O! lovely friend, with a company of damsels 
in this vernal season—a season full of delights but painful to sepa¬ 
rated lovers 

Jones leave the matter here- He proceeded to 
iiu.itrate his views with the following Staff-Notation :— 







a 






Let me first reduce the Staff Notation of Fig. -41 into oa’’ own 
Sargam Notation thus."— 

\ 

—irrTJT— itt'tit— nwff——*TT^r— 

—jff^ 

—nr-Tfir——=ii*ri— 

—3pf%5i!—ffim— f—zf? 

—irmJT—if;mn—ffni—— 

—>7?^— 

'm'-w— mn’-J—'3fi?nT—'W’ tj?—h inn—ff ni 
3 ^ffra—^nn— 

(Fig. 42) 

■i 

and then, proceed to compare the latter (Fig- *(2) with Somanata’s 
Raga-Form in question. 

Be it remembered that Sir William Jones selected the mode 
of Vasantha in which the prabandha of was set- So, 

we must select the same Vasantha ‘ mode ’ and find out how 
Somanath prastharafied it- 

Here is Somanath’s verse on the point :— 



softn'W 


t I 

‘ '■nTonnonTT;r'7fnjffr?>ff% I 

o 

« n ^ n ft i fti^ofn-4n>»- 

— o 

• <. 

* ■ ^ ^ 

H «r *iofn>ntf)*rTo li ii 

* - A - o 

ifniwonnn ft *ir ® 

-> o 

. H « --K — 

nqonnno^-*nOnnnOiTnn ft f?« I 

— o 

(Fig. 43) 

Comparing the figures 42 and 43 with each other, we find 
that the svaras of Sir William Jones and of Somanath, are a 
poles asunder. Hence the attempt to conn-ect Somanath’s Rag a 
Forms with Jayadeva’s Gitagdvindain must be given up as a 
matter of wild goose game. 

I shall, in conclusion, estimate the nature of the services ren- 
> ' 

'^dered by Somanath to the music world- 

Whether in the matter of being agreeably brief; or of trea¬ 
ting the subject under the four significant heads of Syura, Vina, 
Mela, and Rdga; or of presenting to us only a four-stringed Vina; 
^ or of reducing the svara-system finally into twelve svaras ; or of 
making reference to the Svayambhu-svaras; or of emphasising the 
importance of the Genus-species system of the Melas ; or of 
straightaway mentioning the prevailing characteristics of the 

Ragas ; or of even holding forth Mukhiri as the Sudhn. scale ;- 

in every one and all of these points, Somanath but faithfully fol¬ 
lowed Ramamatya- 

^ There was, however, one point ii. which the funner blew hot 
■’'and cold with the latter. 

That is to say, Somianath first broiie loose along with Ram.a- 
mutya, from Sharngadsv’s 12 Vikricha-svaras and reduced those 
twelve into sevei ; but, ’ater on, he broke loose fro..i Ramamatya 
hirnselt and lean-d back on the ancient 12 Vikritl'.a •.varas, aye, 
increased those twelve into fifteen and tnereby out-Snarngadeved 
. Sharngadev! 

‘ 24 





Elsevvhere% I said that, trom ttie time oi 
*tc that of Ramamatya, so many as -2 Vikritha-svaras were u^e 
only from the view-point of the three Grlmas of G i, Ma, and Sa, 

and that, when'the first two Gramas of Ga and d/ii were tnrown 

into the background, by dint of the popularity of the compara¬ 
tively modern Sa-Grama: the theory of the 12 \ikntha-svaras 
was naturally thrown to the winds and that, again tae first person 
that tolled the death-knell of the ancient 12 Vikntha-svaras and 
thereby heightened the importance of the S^r-Grama was R,ima- 
matya, Somanath’s predecessor by half a century. 

Inasmuch as the same Sa-Grama alone held sway, e\'en 
during the time of Somanath J what, I ask, is the fj^n of his clin^in^^ 
to the old, already-exploded theory of 12 Vikntha-svaras and ot 
further increasing their number, as if in revenge- ^ 

Barring this kind of aberration, Somanath s merits were of a 
high order. His knowledge of Sanskrit was exact and extensive ; 
while, his powerful style of writing.attracted the attention of e\en 
Ahobala and Bhavabatta,-»>bnth-of whom delighted to quote him, 
in their respective works, not infrequently- 1 

If Ramamatva set about to reconcile the conflict of the musi¬ 
cal views with which he was confronted; Somanath served to^ 
popularise his predecessor’s views and even to proselytize them- 
It was surely with this object that he commenced his work, though 
—as it grew in his hands—he was attacked with a fit of origina¬ 
lity, which landed him in the Sahara of 960 Melas. 

His statement^— 

is round to be incon'.istant with the nature of the content-! his 
work and must therefore be <:aken cum grano salts- In fact, there 
is almost nothing in Ragavibodha which is not found in Svara- 
melakalanillhi—\e^- c alone Somanath’s fit of originality which, 
except in one case, 'mnded him in a deserr or a^slippary ground. 




1. Vide page. 3t. aiis Intcoduction. 

2. I write i?dgav -.'ha with a view to' reconcile the coaflict oi news 
between the science ar.- .0 art of music. 


iiv-vatVui tiic vvuiik l iLu iiupoitanc ncdUd ovura* 

Vina, Mc'a and Rdga); the reduction of the ancient 12 Vikritlia- 
svaras into 7; the introduction of the four-stringed Vina; the prefe¬ 
rence of the classification of the Melas to merely cataloguing them 
and the straightaway mention of the characteristics of the prevai¬ 
ling Ragas—all these and more bad been fully worked out by 
Ramamatya, whom Somanath merely followed, though, no doubt, 
in a powerful way- That the lists ‘ of the Melas and dhe Ragas 
of both of then differed 'a little from each other does not detract 
from the force of my point that Somanath followed Ramamatya 
and popularised his views- 

In my edition of Svaramclakalanidhi, I stated that a 
musical genius appeared, from time to time, to fiU up the ever- 
widening gap ’oetween the science and the art of music and that 
Ramamatya was one such genius. I now supplement that state¬ 
ment by observing that, for every planet of such a musical 
genius, there will be ever so many satellites moving round the 
planet and sometimes posing hs that planet itself- 

» 

Ramamatya was, doubtless, a planet; while, Somanath was 
only a satellite—but a big one like the moon- 

Again, it is said that any reform, worth mentioning, has 
necessarily to pass through three stages [viz-, Thought, Discussion, 
and .Action), that, if a sage throws out to the world a big thought, 
his disciples discuss, agitate, and broadcast it, before the genera¬ 
lity of the people proceeds to act thereon, and that, therefore, the 
thought-thrower, the discusser, the agitator, and the broadcaster 
are all equally important factors or agents in the matter of effec¬ 
tually effecting the reform in question. 

If, therefore. Ramamatya was the thought-thrower in the 
music world; Somanath must be deemed to be the discusser, 
agitator, and broadcaster—all rolled into one. Hence, Kaiaamatya 
and Somanath must be deemed to be equally important factors or 
agents in tao m.atter of effectnaUy effecting the music-reform— 


1. The Lists in each case, are cn!> illus'.i'itive _'Ut not exhaustive. Look 
again, at the similarity of the descriptio. .3 of some of the R.'<gas occurring in 
both the works, as for Instance, Saurashtri, Madhyamadi, Nagadavani, V'eiavali, 
Padi, and Dhanyasi. 




the one by originates, and the other Dy .. - 

views of the sixteenth century. _ • 

1 must not omit to mention that in Q^'^their Nashtas 

TVianas and in the metnod of finding '‘r - 

*ifultshtn6™an.th .as genuinely ^or^na, and, so far, 
Snefitted the music-world, in h.s own characteristic way. 
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*ifultshtn6™an.th .as genuinely ^or^na, and, so far, 
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ragavibodha 


VIVEKA I 


SRUTIS AND SVARAS 


' Benediction 

■ I 

I 1. For the successful completion (<)f my work, Rdgnvi'yUh.x), I salute 
' . Oanapati, who is the primary source of Aryl’s (i.e. PArava'.i'i) joy ; who is the 

(divine) guru; who is the object of devotion to the Dcvas : and who enjoys the 
reputation of occupying an elevated position. 

V- ! 2. May Saraswati be presminentI—Saraswati, who is Brahma’s wife; 

wlro, as the Goddess of Speech, is the only source of all linguistic transactions; 
'• whose name, as such, pervades throughout the world; and who, with her own 
cltaracteristic touch, casts splendour upon her Vina. 

‘ • }■ 

. 1 Author’s Personal Reference 

I 3. Born of the family known as “ Sakalakald, ” and bearing the nanoe of 
^ ^oma;I, sonof Mudgalasoori, son of the eminent Pundit Mcngandtb, am 

S . devoid of intelligence. 

I 4. Nevertheless, having freely borrowed the essential points from anc-.ent 
wcirks, I (venture to) write Ragavibjd'n, with a view to reconcile the conflict 
r- of views between the science and the art of mj<'ic. 

1 

j Metre employed in the Work 

A 

i' 5. My work rises in eminence with the Pathycl ^ilad of “;Ary4” Metre, 
. coupled with a little Vipuld-ktnd (of the same metre); and my object (vt#, 
explaining all the points of music) is thereby fulfilled. 

1 Mdrga and Desi 

6. Music is of two kinds-Mdrgrr and DJsi. That kind of mu:ic is 
^ “ Marga," which was sought alter by Brahma and other gods, which was 
P practised, in the presence of Siva, by Bharata and ether sages, and which was 
f' therefore worthy of respect. 

vhich varies according to the tastes 


7. That (kind of music) is “ Desi, 
of the people of different Desas (countries) and which 'tends to fascinate their 
minds. Since Mdrga almost failed to p' 3ase the wcrld, DJsi has come to 
ally prevail hers. • ^ 


j*.. 




Contents 

■ -8. Here (i. e. in this \Vork), five Vivcka 3 (i.e. Chapters) are treated of, 
and should therefc.'e he 'earnt, in (the following) order :—Srutis and Svaras, 
Vina and its varieties, ?>Ie',as along with their numbers, Ragas, and the R4ga- 
rorms. 

Sound 

9, For the attainment of all the Pkrushdrthas (i.e. the four principal 
objects of htiman life, viz, Dharma, Artha, K4ma, %nd M6ksha), an intelligent 
devotee must medidate on Sound, even though be may be desirous of serving 
Brahma, Vishnu, and Siva. For, those three gods have been declared (by the 
ancients) to be identical with Sound. 

10-12. The scul, desirous of speaking, excites the mind ; the mind, so 
excited, strikes the vital heat of the body ; the heat, so struck, sets the air, 
remaining in the Brahinagranthi, in motion ; and the air, so set in motion, 
rises up and passes, in order, through the navel, the chest, the throat, the head, 
and the mouth and also produces such sounds as are called .Athisookshma, 
Sookshma, Pushta, Apushta, and Kritrama. These sounds deserve to be 
sung — 

.- Registers 

• 

Namely, the sounds that proceed from the chest, the throat and the 
head which are respectively called Mandra, Madhya, and Thdra. Of these, the 
succeeding one is twice as high in pitch as the preceding one. I shall now pro¬ 
ceed to point out how these sounds take the form of Srutis and Svaras. 

Srutis 

13-14.^ There is, in the chest, a group of upright nerve-chords (viz, 
Sushutnita, Id.t, and Pi'ig.ila), connected with which there are 22 delicate 
nerve-chords, stretched cross-wite. These 23 Chords give rise to 22 Srutis, 
of wliich each is highei a pitch than its predecessor. Tfie same arrangement 
of sounds is faund in h* throafas well as in the head. 

Svaras 

14. From thr c ' id) Srutis emanate the seven Svaras. They are called 
'Svaras,’ because ' are intrinsically of a pleasing nature. 

15. These sc.ut- svaras are called Shadja, Rishabha, Gandhara^ 
Madhyania, Panchan., Dhaivatha, and Nishada; and their signs are respec¬ 
tively Sa, Ri, Ga, 2 k. Pa, Dha^ Ni. 

Sudha Svaras 

, 16. The sri is 0 . le Sudha Svaras are respectively 4 , 3, 2, 4 , 4, 3, 2. 

• These make up the to- 22. 

17. These ('.e i .e seven svaras) are heard distinetty in thfc 4 th, 7tb, 9th, 
13th, 17th 2Cth, and 22cd srutis respectively. , 


The Allocation of th.i Sudha Se’aras in Terms of the Vina ^ 

13. Four wires are made to run over the Miru of a Vina, which will (in 
V'iveka. 2) be described in detail. Of these four, the fi st produces the lowest 
sound; and the other three produce higher sounds, each a little higher than its 
preceding or-. 

• 19. Below the fourth wire, 12 small frets are so placed that the wire, 

when pressed against them, produces 22 sounds, each higher thap the preceding 
one. 

1 * 

20-21. Between any two of these 22 sounds, which are called Srutis it 
is not desirable to produce any other sound. The 4th wire, when left free, 
produces Shadja; on the 3rd fret, it produces Rishabha ; on the 5th fret, 
Gdndhdra ; on the 9th fret, Madhyama ; bn the 13th fret, Panchama', on the 
16th fret, Dhaivatha ■. on the 18 th fret, Sish.tda ; and on the ^ nd fret, 
Shadja, which is twice as high in pitch as the former (or fundament:'.) 
Shadja. ‘ • 

The Rationale for the Repetition cf Shadja 

22. For an easy understanding of and Svrrti, I state it as my 

opinion that the four-srutied is repeated only with a view to establish the 
Sudhalvain or purity of Sa and also to ascertain the varieties of Ni. * 

‘ j 

Vikritha Svaras 

23-24. Thus, the seven Sudha-Sva.ras have been described ; and I shall 
Tnow proceed to) state the seven Vihritha-S-^^^ together with their names. 
When Ga lakes the first sruti of Ma, it is called Sadhlrana ; but when it takes 
the second sruti of .t/a, itis called Anthara, When, again, Vi takes I'-.e first 
sruti of Sa, it is called Kaisiki ; but when it takes the second sruti of Sa, it is 
called Kdkali. The three svaras ,Vi, Ga, Ma, when they respectively take the 
third sruti of Sa, MafPa, may preferably be called Mridu S.t, MriJu Ma, aud 
Mridu Pa 

Hov.' the 12 Vikritha Svaras became 7 

25-27. The .ni.eient writers mentionrd twelve Vikritha svaras. But only 
seven of them can be JistiiKtly heard and have a separate e.xistence ; while, the 
remaining fi. -.- ;-ire identical with other svaras fand may therefore be dropped). 
.Achyutha 5V: aud .Aciiyuta Ma are not different from Suaha S.r and Sudha Ma\ 
nor are the.fc .-srutied Ri and Dha different from Sudha Ri and Dha; nor is 
even the feur-srutied Pa dififerent from Vikritha or three-srutied Pa. Even 
according to Xissanka’s view, the feur-srutied Dha is not different (from the 
three-srutied Dha), as stated i . the works cn Kootathanas. Hence these five 
svaras differ only in theory bnv not in practice. 

1. In ver-*-20 and 21 of t’ir-j'.-.r. t, eight, instead of tb usual seven, svaras wsie 
mentioied , and the eighth svara happened to be the octave i r. a repetition of the tonic 
Sa, though in a hig^ber pitch. Since the tonic Sa was produced by the open string, a repe¬ 
tition of the Sbaeja, though in a faigter pitch, was necessary fer reasons stated la this 22nd 



^ ^ An Explanathn 

28. Though these svaras 4re of more than one srati each, they are 
pleasiag to the ear only in their (respective) final srutis and not ia the'* firrt 
srutis, as clearly evidenced by the various Vinas. 

A Jew Tfleoretical Varieties oj the Vikritha Svaras 

29-31. Ri and Dha, taking other srutis (that is to say, Ri takmg the sru¬ 
tis of Ga and Ma ; and Dha taking the srutis of Ni and Sa) are seen to become 
Chatbusruti, Panchasruti, and Shatsruti in Desi-Ragas. Likewise, Ga and ila 
(taking respectively the srutis of Ma and Pa) are seen to become Shatsruti. 
Thus there are three more Vikritha-svaras besides those mentioned above. 
(But since) Panchasruti Ri does not differ from Su(ihi_jGa; Shatsrtui 
fit does not differ from Sadharana Ga. Panchasruti and Shatsruti 
Dha’s do not differ respectively from Sudha and Kaisiki .Ws ; and 
Shatsruti Ga does not differ from Sudha Ma-, these (distinguishing) names of 
Ri, Dha, Ga, Ma, point to mere theoretical distinctions. 

A Jew North Indian Terms suggested 

32. Chathusruti is Thivra ; Panchasruti, Thivrathara ; and Shatsruti, 
Thivrathama. But these distinctions depend upon the propriety of the jvaras 
to deserve the names. 

The Principle aj Lakshya * 

33-34. This (that is, the identity of Ni, Ga and Ma with the third srutis 
of Sa, Ma, and Pa and the identity of Ri, Dha, Ga, Ma with the fourth and 
and other srutis) does not contravene the science of music, in as much as 
Sharng.adcv observed, in his chapter on Instruments, that, if a discrepancy 
arises between the science and practice of music, the proper procedure is to 
interjiret the science in such a way as can be reconciled with the practice. 
Hence in his commentary on (S'larngadcv’s) chapter on Rdgas, even Kallinat_ 
decim ed (according to the Principle of Lakshya) .Ma to be of 5 srutis and Ri 
and Dha, to be 5 and 4 srutis respectively. 

The Time when ' Mdrga’ gave way to ’ Desi’ hinted 

35. In the verse beginning with “ Srutisvara", Hanuman, the i: cie^t. 
teacher of music, declared the condition of Grdma, Sruti, Svara and other 
subjects in Desi Ragas to be unsettled. 

The Principle oJ Samvdditva 

, I j-38. They (that is, those two kinds of svaras viz, Sudha and V tritha) 
all (according to the organs from which they proceed) into three divisions, viz 
Mand a, Madhya, and Thira; \vhile (according to their application in o fferent 
R3gas) they fall into /owr divisions'Viz, Vidi, SamvAdi, Vivadi, and Anuvadi. 


That.svara, which is of f.-eiuent occurrence and which is a? important as a king 
isvadt. Any two svaras between •. lich there are 12 or 8 srutis, are Samvdais 
;wnich are like the ministers. Any two svaras, between which there is only 
one sruti; are VivdJis, which are enemies to each other. While, the rest are 
Anuvadis which, as the term indicates, are like servants. 

Grama 

39. ‘Gr4ma'isthe name given to a collection of (all the available) 
svaras; and .t forms the foundation of' Moorchanas * etc. And, again, its two 
important kinds are Siiadja-Grdtna and Madhyatna Grama. 

40. When Ga takes the last sruti of Ri and the first sruti of Ma ; when 
m takes the last sruti of Dha and the first sruti of Sr; and when Dha takes 
the last sruti of Pa ; the result is the formation of GdnJhdra-Grdma, a third 
kind prevalent in Heaven. 

41. When Pa remains on its own last (fourth) sruti, it is Shadjagri.ma ■ 
but when Ar remains on its last but one (third) sruti, it is MadhyamagrW 
In Desi-Ragas, however, the Pa of Shadgagrima undergoes no change. 

Moorchana. 

42. The ascent and descent, in order, of the seven svaras is : 

It is of seven kinds beginning with ' Utharamandra. ’ 

43. The first Moorchana is that which begins with Sa of the middle (or 
Madhya) octave; and the remaining six are formed with the initial Ni and 
other svaras of the lower (or M indra) octave. In all these varieties, only the 
ascending svaras are important and should therefore bo taken into account. 

^l^m^Thdna 

43-41. If a Moorchana d»s with six svaras, it is called ‘ Shadava 
Moqrchana and if it deals with five svaras, it»» called 'Oudava Moorchana.’ 
.^galn, if the scales, whether Soadava or Oulava, deal with Sudha-svaras 
they are called Sud.-a-Thdnas; and they are 49 in number. 

i45-46. When the svaras in all the Moorchanas, whether Sampurna 
(i.e. of seven svaras) or Asampurna (i.e. of svaras ranging from 6 to 1), are 
proi’uced in all the various kinds of permutation ; they form the Koota Thdms. 
The total number of Sampurna Koota-Tbinas is 5040 ; while that of Asam¬ 
purna Koota-Thanas, formed by the elimination of one or more svaras is as 
follows That o six svaras is /20 ; that of five, UO : that of four, 24 ; that 
of three, 6 ; that of two, 2 ; and that of one, 1. 

47. When, among the numbers 1, . 3, 4, 5,6, 7, eiich succeeding figure 
is multiplied by the preceding figure or figures, the several products obtained'* 
indicate, in ordir, the total number of K JOta-Tii.\aas that can be formed out of 
svaras ranging from one to seven. v , 




. . Thdnuprasthdra 

47-49. 1 shall (cow proceed to) ^explain the prasthdra or expansion of 
the various [Koota-] Thinas. Choose any desired arrangement from any 
combination of the seven svaras and write it on the first line. Then, for each 
succeeding line, take a svara on the upper line and write it below its sucee- 
ding svara. But if the svara to be written on the lower line is found among 
the succeeding svaras of the upper line, choose instead that svara which is 
previous to it. If even that svara occurs on the upper line, choose tSat which 
is previous to the previous one and so on. To the,right of the chosen svara, 
write down the other succeeding svaras of the upper line. And to the left of it, 
write the remaining svara or svaras, in the order originally adopted. 

Nashta 

49-52. I shall show how to discover Nashta or the/orm of a ‘lost’ Thina. 
The regular totals must be written thus:—1, 2, 6, 24, 120, 720, 5040. The 
number in question must be subtracted from the last of the totals ; and the 
remainder must be divided by that total which precedes the last. .Again, the 
remiinder occurring at the end of the division must bo divided by the imniie- 
diateiy preceding total and so on. The several quotients obtained indicate the 
svarar. of the Thftnns to be discovered. These svaras should be taken in the 
rcve.’-se order but calculated from the second svar.i in the natural order. If any 
remainder is indivisible, the svara provioas to the seconJ in the natural order 
should be chosen. This process should be repeated to the end; but the svaras 
once discovered should not be taken up again, that is, should be omitted. • 

Udhishta 

52-54. I shall explain Udhishta or the method of finding out the number 
of a given'rhuna. First, find out what rank after the second svara, the last 
svara in the given Thina occupies among the svaras arranged in the natural 
order. By that number multiply the last but one total; and subtract the 
product from the last total. Omit both the last svara in the given Thuna as 
well as the corresponding one in the natural order. If the last svara in the: 
given Thina comes before the second among the svaras in the natural order, 
that last svara is ouitted. This process of multiplication and subtraction 
should be continuedJto the very end. The final remainder indicates the number 
of the given Thana. 

Varna and its four kinds 

55-56. The singing of svaras is called Varna ; and it is of four kinds, viz, 
Sthdyi, Arolti, Avarohi, and Sanchdri. When a single svar.-’ is sung a number 
of times with a uniform pause, it is called Sthdyi. 

E. g: — Sa-Sa Sa-Sa. 

When all the svaras are sung in the ascending order, it is'called Arohi. 

B. g-.~Sa-Ri-Ga-Ma-Pa Dha NJ, 


• '♦ 


^ - g. Sa-Sa-Rt-Ga; Sd Ni-Dha\ Sa-Ri Ga. 

t 

I ^ Ala nkdra 

j^all now speak of7ts°32tar7etL^f^rt^^^^^ ; and I 

I 

Technical Terms 

«Jont <■'«»"<'• A 

known as or Prasanna Mandra, which is also 

eating it—(E.g :—Thdra is f ' over the letter indi- 

diso called Diptha/'li fs wrkten whh T i t « 

eating It—(E.g;-A) The svara h' h ‘ 

. 8 -I he svpa which IS repeated thrice is 

; Rive Kinds of Sthdyi 

nadi, Prasannantha PrasmnaHvanfK.. d . “ ° j^f^san- 

are formed out o/siAdt P^^sanuamadhya, and Kramar^chitha) 

» 

! Seven Kinds of ArChi 

When the seventarlstl stlie are''"*'” svara-groups are formed. 

with a long, uniform pause s ca ed" ascending order, slowly and 

nounced. each being repeat.;! twice tisca H^^ I 

svaras are sung in pairs, consisting of the 1st and'2nrsvams YhttdTd fd 
svaras, the 3rd and 4th svaras an, j c i. svaras, the 2nd and 3rd 

■h. 6,h „d 7.h 

in Gainaka, it is called Prlrtkilha Wh ^^’aken as if 

6rst ktoup coasists “the is, 'Vk.a from oat of the sevea svaras ,h. 

the secoad group consists of the 3rd '>7 ‘ha 2nd, 

ttb. the thifd group con isi thf/t ™ ““ 

.be sixth, J the^orh gro e:n.!s,ro7LX^^^ 
called BMhu. When each of the seven svaras is reMaTed'" '* 

Its place in tlffe scale indicates it is called ^ I 

...rasare repeat. i.,hr.e SroT,hrt“ 


tha,^ the lastsvara of^each gro o becomes the first svara in the succeeding group 
it is called SandhipracJuidana. Finally, when, from out of the above-men¬ 
tioned three groups, the middle svara is dropped, and when each group consists 
only of two svaras so arranged that the last svara of each group becomes the 
first svara of the succeeding group, it is called Akshiplha. These seven kinds 
may also be formed out of Avarbhi. 

Thirteen Kinds of Sanchdri *’ 

67-77. Sanchdri. is of thirteen kinds. Wnen out of the seven svaras 
each is preceded and followed by its previous svara it is called Prasdda. 
When the first two svaras of a scale are repeated iu ascent and descent and 
when the same process is applied to further groups formed by dropping, in 
each case, the first svara of the previous group, it is called Prhikha. When 
the first group consists of svaras in the order of 1, 3, 2 and repeated twice with 
the first svara tacked on at the end and when further groups are similarly 
formed, care being taken to leave out, in each case, the first svara of the pre¬ 
vious group, it is called Ranjilha. WTien the svaras of a scale are repeated in 
groups of three and when each succeeding group is formed by leaving out the 
first svara of the preceding group, it is called When out of the first 

four consecutive svaras, the second is dropped and the remaining three are 
combined into a group and when further groups are similarly formed by^com* 
mencing them, in each case, with the first svara of the preceding group left out, 
it is called Parivartha. When the three svaras of every .Prasdda-Gtoap 
arranged in the order of 1, 2, 1 take two more svaras in addition in the order • 
of 3, 1 it is called Koojitha. When the first three consecutive svaras with 
their second tacked on again at the end, form a group and when further groups 
. are similarly formed by leaving out in each case the first svara of the previous 
group, it is^called UJvdhitha. When the first two consecutive svaras sung iu 
ascent, take four more svaras. sung in descent from the fifth svara, and thus 
form a group and when further groups are similarly formed by leaving out, in 
each case, the first svara of the previous group, it is called Udghattitha. When' 
the first group has two svaras and each succeeding group has one more svara 
than the preceding one and when, in every group, the thus-formed svaras, 
barring their final one, ascend and descend, it is called Humkdra. When the 
first group consists ofahe first four svaras in which the second and the third inter¬ 
change and which are gung both in ascent and descent and when the subsequent 
groups are siniilarly formed by leaving out, in each case, the first svara of' the 
previous group, it is called Skhalitha, When the first group consists of three 
phrases, that is, the first two, the first three, and the first four svaras of a scale 
and when further groups are similarly formed by leaving out, in each case, the 
first svara of the previous group, it is called Kratna. W’hen various groups of 
two svaras consist of Samvildis, it is Syeita. And, fina iy, when the first group 
• ^consists of svaras in the order of 1, 3, 2, 1 and w'^en further groups are 
similarly formed by leaving out in each case the first svara of the previous 
group, it is called Hrddamana. These Sa/ichrfrf-varieties may according to 
others’ views be formed even out of Avarohi. 
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VIVEKA II 



VINA 


1. In order to elucidate the (nature of) R^gas, I shall describe (in the 
3rd Viveka) the Melas. But, now, I proceed to explain the (nature and 
construction of) Vina, which is dear to Rudra and which is helpful to a clear 
understanding of the Melas themselves. 

Its Construction 

2-3. Drtwdti (or the Cross-Bar of the Vina) is Siva; Thanthu (or the 
Wire) is Gowri; Kakuhha (or the piece of wood at its end) is RamS.pathi > 
Pathrika (or the Metallic piece for the wires to run over) is Lakshmi; Thutnba 
(or the Gourd attached to the Cross-Bar) is B r^ma ; Ndbhi (or the Round piece 
of wood or metal which connects the Gourd with the Cross-Bar) is Saraswati , 
Duraka (or the strings used for fastening the wires) is Ahipa or the Lord of the 
Snakes ; Jiva (or Bits of cotton, woollen, or even silken threads used for 
refining the sound) is the Moon ; and the Sdrikas (or the Metallic frets placed 
over the Cross-Bar) form the Sun. Thus, the Vma is the embodiment of all 
the gods and, as such, is able to dispel, at sight, the most heinous sin. 

Its Importance 

• 

4 to 7. The Vina procures Dharina (or Righteousness), inasmuch as it 
is laid down in the Vedas that, in connection with the Horse-Sacrifice, two 
Brahmins should play on the Vina, in concert with a tuird Brahmin singing. 
It procures Artha (or Wealth), inasmuch as money is soon presented to the 
Vynikas by the kings, fond of the Vina. It procures Kdma (or the Gratifi¬ 
cation of the worldly pleasures), inasmuch as the Vedas declared that women 
were charmed iby a Vynika and thus made -it clear that Kama vras 
within his reach. And-it procures Moksha, {ox Salvation), inasmuen as 
Yagnavalkya observed, in his Smrithi, that whoever knew the art of playing 
on the Vina attained salvatioa. Thus, tne Vina forms the means of procuring 
the four objects of human life and is therefore superior to any other instrument. 
Further, by producing sweet sounds from its frets, it facilitates the quic. 
acquisition of Svaragndna ox a knowledge ol tt svara . With a view m 
obtain ever-increasing joy, both in this a-ud t lat world, let the Vina be 
fficessantly practised by good persons-the Vina, which has been menli^eJ 
in the Srutis and the Smritis, which is dear to HuJra, and whif h has en 
practised by Nirada and others. , 


Rudra detailed Construction 

• • 

8 to li. The Danda should be eleven fists and a half long, five 
inches from its end, there should be an oblique hole to hold the movable peg. 

Above it, a ! mail aperture should be made to pass the wire to the peg. At 

the sixth inch from the end of the Danda, there should be a second hole, also 
oblique, to hold the immovable peg. One inch beyond, it, there should be 
placed the Medaka (M6ru). One inch further beyond, and below, the Miruj 
a Gourd should be attached. .At a distance of 23 inches from the first Gourd, 

there should be a second Gourd. Between the Danda and the tops of the 

gourds, there should be two l^abhis, circular, three inches high and three inches 
broad, and with a vertical hole in the centre. Attached to the other end of 
the Danda, a Kakubha—four inches long and four (or five) inches broad with 
a smooth head—should be placed and raised to a height of two inches from the 
surface of the Danda. Its frame should be inserted into that of the Vina and 
its wing-like projection should extend over the sides; and again, it should 
have small metallic hooks to hold the wires. Towards the right-hand side of 
the player and below the fourth wire, a leaf-like metallic piece, called Pathrika 
should be placed so as to be a little higher than the Meru. .Along its side, 
three more metallic pieces, one higher than another, should be placed. Between 
the Pathrika and tho wires, chips of bamboo-barks should be placed to make 
the sound finer. The Sarikas or frets should be as broad as the Meru or the 
Kakubha. A piece of wood, called Patti, eleven inches long and capable of 
holding ten shorter frets, should be p'aced along the surface of the Danda and 
towards its end. This Patti should extend only so far as the top of the second 
Vourd. Cotto^n or silken threads, made by twisting three of them into one, 
should be used for fastening the wires. How to attach the gourds and other 
details should be learnt by observation and experience. An instrument, 
constructed in this style, is known as Rudra-Vina. 

I 

The four Kindt of Rudra Vina 



15 to 17. The Rudra-Vina is said to be of two kinds, vie, Sudha Mela 
and Madhya-Mjla. Each of these two is of two varieties, viz, Akhilardgamela 
and Ekardgamela. In the Vina of the first variety (.Akhilarigamcla), the frets 
are so fi.aed as to produce all the svaras of all the R4gas in the three Registers , 
While, in’lha Vina of the second variety (Ekarhgamcla), the frets are 
movable so th.at their places may be changed, within reasonable limits, to 
produce the particular svaras of a particular Rdga. The SuJha-Mela Vina 
will now be described in accordance with the current practice. 


Sudha-MeJa Vina 


13. Ove r th". fixed I'iJge (Mc)ru), four wires of varying thickness should 
be placed. Oa th i right-hand side of the Vina, there should be three more 
vires, also of car ing thickness. Of the four wires over the Meru, the first 
wire should b| so placed as the player could reach it with his 
left-hand finge.r. 





19. The four wires should be so fastened lhat the first, which is below 
Mandra, produces Anumauira Sa; the second, Anumandra Pa; the third, 
Mandra Sa ; add the four.th, Mandra Ma. 

20. Of the three side wires, the first (or topmost) produces Mandra Sa ; 
the second (or middle), Mandra Pa ; and the third (or lowest), Madhya Sa. 
These three are called ‘ Srutis ’. 

21. Even though those three wires are made to produce either ^fgndra Sa 

Madhya Sa, and Madhya Sa ; or Mandra Sa, Madhya Sa, and Thira Sa ; they 
are, again, called ‘ Srutis’. • 

22. Under the first or Anumandra Sa-wire, there should be placed six frets 
so as to produce the following svaras :—Sudha Ri, Sudha Ga, Sadharana Ga, 
Mridu Ma, Sudha Ma, and Mridu Pa. 

23. Under the second or Anumandra Pa-wire, the same six frets should 
produce the following svaras;—Sudha Dha, Sudha Ni, Kaisiki Ri, Mridu Sa, 
Sudha Sa, and Sudha Ri. 

24. Sudha Sa and Sudha Ri (mentioned in the previous verse) should not 
be accepted (i.e should be omitted); for, they are again produced by the third 
wire. By the third or Mandra Sa-wire, the same svaras are produced as those 
produced by the first or Anumandra Sa-wire. 

25. Of the six svaraar (suggested in the previous verse) Sudha Ma ^and 
Mridu Pa should be rejected ; for, they are produced, again, by the fourth wire. 

In fact, by the fourth or Mandra .Ua-wire, the same frets produce the following 
svaras. 

26-27. The first two frets protluce Mridu Pa and S udha Pa ; the third is 
omitted; the fourth produces Sudha Dha: the fifth, Sudha Ri; and the sixth, 
Mridu Sa. There should be an additional (seventh) fret to produce Kaisiki Ni. 
The nature (;f the svaras produced by the four wires, which pass over the 
Mfiru and the frets, hae been properly described by me. 

The Principle f Samvdditva, again 

28. The combination of Samvai/f-svaras is, as a rule, pleasing to hear. 
So has it been mentioned by Sharngadev and others. 

29. The svaras Sa, Pa, Sa, Ma and other notes which are produced along 
the Meru and the frets are mostly SamvaJis ; because, between any two of them 
there are 12 or 8 srutis.\ 

, Svayatnbhus 

: 30-32. Besides, the svaras Sa Pa Ma though fixed srutis have been 

'■ assigned to them in SAstra, a.e Sy.’ mb'’us. That is to say, they emanate 
spontaneouely without any effort to ..reduce them and, as such, are not arti¬ 
ficially produced svaras. I shall clearly explain the reason why they are so ' 
called. In the fourth wire .and above the second fret, there emanates, spontane- * 
ously and without any contact of th* wire with the fret, another fine sound- j 


S'milar to Mandra Pa. That Mandra Pa is c , 
svaras Sa and Ma of the Madhya Register are ala Likewise, ;he 

the same fourth wire, when genUy t^ct^d 

Which are fine sounds similar to the actuallv ^ 

having nothing to do with any wire! l;:sCambhur“‘' Sa Ma but 

.VP- or 

Sa.Pa S^t-Ma that emanate’on the .Mcru I!! ° on the analogy of 

fret and below the first 3 wires there are T .^'■^^^‘'"bhus-Over the Sth 

similar to Pa, Ga. Pa, which are 

against the same Sth fret. It is not retrLdi^ 

mentioned svaras some happen to be a littir 

sruti. . ^ more or a little less than one 

th*,, 

ledged by those that have a sound knn IRegister is acknow- 
authoritative description was given by 

experience. * of my thinking and 


Sudha Mela Vina, again 


at the Meru and Produced 

svaras should be placed in the Madhya and Thira Ee^-T 
with the measure of their respective srutis. =‘sters, in accordance 

37. Some say the number of frets rpniiiro.r • c 
^oose to add one more, in order to produce the Athfth 
both the Madhya and Thara RegUerr a e a.r M'' f' 
produced in the fourth wire. agreeable only when they are 

,38. Why were not the five svaras viV i^fi, ^ . 

Rf. Thivra DAa. and Thivrathama Ma ^ven ‘theb r"eso"’t ’'r"" 

case of the twelve svaras? I shall state the reason. 


39 ^\VheD, at the frets producing SAdharana Ga and nth^r 
wire IS drawn aside (to increase its tension) and the srufis ar^^h — 

fied in pitch, the five (additional) svaras. in question, are mantled 
there is no separate mention of them. mamtested. Hence 


40. Some say that, at the Nish.-i.l=. (fifth) fret of the . v 

wne, Kaisiki and Kakali .Vi’s can be pre luced by drawing that wire'^wide^'rhe 
insertion of an additional fret is, according to their view, unnecessary. 


: 

'4i. KWhere a fret to produce K.sisiki Ri is omitted) Annro ndra Ma tai.es 
the place of Anumandra Sa. (Of the svara.s produced iu that A mmaodra Ma' 
wire) Ma and >fridu Pa alone should be accepted and the rest sbo-oid be .«=ecMd. 
as they reoccur in the Anumandra Pa wiTf. 



* 42. luas: acji*as the Human Body and the Vina ar' said, in tV j Sastra 
to be equal by virtue of the equality of the sounds produced, the Vina, lilt* 
the human bcuy, should have only three octaves, Mandra, Madhya and 
Thiira ; but it should not have Anumandra octave. Yet, it has ; why ? 

43. (In reply) Shirngadcv says that a very delicate sound, called 
Athisukshmc', manifests itself at the region of the navel and suggests that the 
Vina should have a corresponding .Anumandra svara. Hence the Vincis rightly 
said to have .Anumandra svara. 

• 

Madhya Mela Vina 

41-47. The other Vina, viz, MadAya .VfJ/a Vina is now described. . Of 
fhe four wires passing over the Meru, the 6 rst should produce Anumandra Aa ; 
rhe second, Mandra Sa ; the third, Mandra Pa ; and the fourth, Madhya Sa. 
The three sruti-wires on the side should, beginning from the top, produce 
Mandra Sa, Mandra Pa, and Madhya Sa respectively. The nanire of the 
Bvaras produced along the six frets is the same as in the Sudha Mela Vina ; 
and the authority as to their acceptibility is also the same. But Sa and Ri of 
the two wires of .Anumandra Pa and Mandra Pa are useless, as they occur 
again in the two wires of Mandra Sa and Madhya Sa. There are not as many 
frets in the Madhya Mela Vina as in the Sudha Mela Vina. The remaining 
frets should according to the views of a few others produce Athithara slants. 

43. According to certain views, the 1st and 3rd wires of the Madhyam£Ia 
Vina should produce Ma instead of Pa. In other respects as before. Ma and , 
Mridu Pa produced at the 5th and 6 th frets of the second (or Mandra Sa) 
wire should be rejected as they occur again at the Meru and the 1st fret of 
the third (or .Mandra Afa) wire. 

49. A few others leave the first three wires of the Madbyamela Vina and 
place the /rets only under the fourth (or Madhya Sa) wire with a view to 
produce the three octaves Madhya, Thiira, and Athithara. 

50. But they leave out the fret which produces AthiihAra Pa. On the 
left-side of the Vina one sruti wire gives rise to Mandra Sa ; and ou its right 
side, two siuti wires give rise to Madhya Sa and Thara Sa respectively. 

51. ■ '. me are of opinion that the .Athithara svara should be produced in a 
string of the Vina because of the existence in the human voice of ^rithratna 
sound a’ suggested by the ancient teachers of music. But the shrill sound of 
the Athit'-i-.a makes it unpleasant and unmusical to hear. 

52 'here are still other kinds of Viaas which are not described here,.on 
account • . .eir wide renown. But any authorised variety, though unment'.oned 
here, is • ..ay of acceptance. 
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• Me LAs 

order of svaras. Thly'l^e^^oTn'nu^ber^ ® 

The FijUen Varu-.ies of Ri, Qa, Ma, Dha, Ni 

fellows:—( 1 ) Thivra o'*’ 

SadhArana G< 7 . (=) Anthark Ga 'Thivrathama Ri; ( 4 ) 

Thivrathama Ma, (9) Mridu Pa ; (IQi Th^ Thivrathama Ga; (i) 

(12) Thivrathama Dha; ( 13 ) Kaisik’^ v '^5^ Thivrathara Dha’ 

An Explanation 

-Mridu Pa, a vaHelT of and 

explain the changes effected by the svaras r ’ of Aft. I shall 

.beavara p„c.dia* Sudha sj so 

the three Ri'^ is Sa. Again, just as the ^ Preceding any one of 

each svara preceding any one of the four Ga"s '“p 

the svara preceding Sudha A/a is Ga so each ' 
thetwo.l/a-sisGa. Still further again, just as 

Dha IS Pa, so each svara nrer.ri ^ ^ preceding Sudha 

And finally, just as the svara PrecfJinr Sula t D/J 
preceding any one of the three AVs is Dha Thn ft, F ‘ 

and ..hi) has been asca,.ain«i, !'a ' “T"* 

in lboseo(oih.rso,ia any variety 0(0,b„s »' 

The Number of the Milas 

Sve distinct “a'tt^Trt uLrsi° “c"'‘7 “ 

nnTi;:/'’;,"or' rbecha.,y.ies^%;’'rs an:id'':ic„’r; 

^ Groups of the Milas 

9-12. The fifteen svaras are termed Ut- 

l-b. .Ishaiincde,he yronpi the'Mei, “h'“I"". 


15 


totals 8'y and fo cn and which indicate the m^las beginning with one, two, three 
four, or five distinct svaras. The Melas which begin with any one of the fi.teen 
varieties, taken singly, are fifteen in nuaiber; and they may be arranged under 
five heads, such as 3 of Ri, 4 of Ga, 2 of Ma, 3 of Dha and 3 of Ni. When- 
the svaras are taken in pairs we get 12 melas under each Ri, 3 under each Ga 
6 under each Ma, and 3 under each Dha. When the melas begin with three disti- 
i^t svaras we get 53 under each Ri, 21 under each Ga and 9 under each M.(. 
When the melas begin with four distinct svaras, we get li}2 under each Ri 
and 18 under each Ga. The melas which begin with five distinct svaras are 
72 ui;der each Ri. If from any previous total we deduct the number of the 
Mfilas in any one of the five groups we get corresponding figures for the suc¬ 
ceeding groups. 

The Method of expanding the Melas 

13-17. For the sake of expanding the Melas, let “ 1—4—8 —10 —13 ” 
form the first (or starting) row. Let its last figure (viz 13) be increased 
gradually by one and arranged one below another till it reaches 15. After 
reaching 15, let the penultimate figure of the said first row (viz 10) be • 
increased gradually by one and arranged one below another, while the other 
figures of the said first row are repeated, as before. When the penultimate 
figure reaches 12, let the 3rd figure from the last (viz. 8) be increased 
gradually by one and arranged one below another, while the other figures 
of the said first row are repeated, as before. When the said 3rd figure 
reaches 9, let the 4th figure from the last (viz, 4) be increased gradualy by 
one and arranged one below another, while the other figures of the said first 
tow are repeated, as before. When the said 4th figure reaches 7, let the 5ih 
figure from^the last (viz, 1) be inceased gradualy by one and arranged one 
below another, while the other figures of the said first row are repeated as before. 

It is thus the expansion of two or more svaras is accomplished. 


Nashta 

18—21. Subtract from the number of the given M6Ia one by o p of the 
group-figures of the same variety; and write the starting line, beginning with 
the number of the group figure, obtained just where the subtraction stops. If in 
the very beginning the subtraction is not possible, commeuce the starting 
line with 1. Again, subtract from the rem.iinder obtained, one b’-’ one of the 
group-figures of the preceding variety, care being taken to see that those figures 
should (a) nor belong to the first group [h) be be^ow the corresponding fgjure 
written on the starting line and (c) also make a combination of their total 
numbei s with the figure aireacly written on the ttarting line possible. The last 
remainder obtained after subtracting one by one of the group-figures shou I be 
such as its combination with the last figure in the starting line, wjjen dimini'-bed, 
by one, may produce a figure which i^ not equal to,or less than,the precedi.orr one 
or which does not indi.ate only a variety of the same note as the prece4iDg one. 



-*«« Melas Omitted 

“total number (9W) of Melas, 

“ toem contains two si 
^tondonasinglesruti. They 
f^just as those which 
K-OOtathinaS 


24. From out 
rejected; because 
rently distinct but w 
™«ely for the sake c 
’»cre reckoned alom? 


25 Th ^'**hor’s Prayer 

expansion with ilashla and'ujhLhl '"h the 

of music. been s 

what I haved^' disposed 

26-31 the 23 Milas 

Wn R%as%?cu^renr!L‘‘’ r 

confamiog 1 vikritha each • /con! " ' ^ Sudha- 

vikrithas each; 8 contain ' , 2 Vikrith; 

Th. ^ viW.1... .ac 

's not the same thrnii:,», 

I shall now mention tba^ nam 
g[upthi Sdmavar4Ii Th<Vf Ihose M51a 

s/o Abtr V' 

Sudhand-E and S^ranga. Th. ^ ^ ' 
be«i».iog wi,b 

-viuicaan along with their 

I 

( (1) Mukhdri 

-J-i. In the Meia of 'Mnth- •• l 
which are all Sudtas . ,here are seven 

others. “ i^re derived Mukhari 


given rise to the well- 
svaras; 2 
las each ; 4 containing 3 
and 1 containing 5 Vikri- 
undereach of the six groups 
than the other. 

Ragasi-Mukh^ri, Rfiva- 
. Vasauthabhairavi 

•ra, Sudha-Var^ti, Sudhr,-.lmkri! 
K^itagowda, Des4kshi, 

I shall now describe these 
characteristics. 


Tia viz Ri Ma Pa Dha Si and 
u It, are derived Rdvagupthi and 



0)Sd»tavarali Ma Pa are 

Sudhas; while Kanaii 
thavar^ti and others. 

aa ^ -Z 

Vikrithas; while Su R* 
from it. 

(» "‘"“'‘'“I*" G» .»lMrid»3»a,..b. 

„oVtoUha.;«l>il.SaR-»'‘‘ P»“» 

Nidar^makri and others. 

(ol Bhairava . 

D- \1 Pa Oha are Sadha's; w ii e 

tavika and others. 

(7) Vasanlha « , 

33. ,h. Maaorv..^«.h.', 

A.tha<»Gaa»dKik.U!/..r.V,kn.h.s. 

Hiieiia, Hind&la and others; 

(S) Vasaiithabhatravt c,,dhas; 

•. cz Ri Ma Pa Dha are Sudhas. 

Ihabhaiiavi, Matavi and otbars. 

(9) JUtonSn^d-- 

.0,„2 in lb. Mdla o. ba. fI b. ‘'..'V-; 

S.dh» - .blia Miidu M. and bM^Sn -X'‘„,„,3.3ba.-a, Gondak.'*'; 
Mlla.. 80 .d. Cha,th.!0«d^^^^^^ Aaavari. P.»chan.a. Bang. 

Wa“Gn,l“ri?P»di». 5«dW«da and ..be- 

A (10) Rithig^J-^- . ^bile 

43, In the Mda of' ’’ ^vik^thaT’ Fmm it. are dei.ved 

Thivralbana Oka. imd Ka.a.k. N. a« 

Rithigowla and others. 

(11) AbhiramUa. 

- 44. in the M^a ‘ * sa ^’e Vikrithas. ^-m it. 

Thivrathara R*. Sidh ^ ^ . 

derived Abhiranita a • « 


fl2) Hatninira. ^ , 

45. In the Mela of ' Hamm;ra\ Sa, Ma.Pt, Dha w Sudhas; while 
Thivrathara Ri, Mridu .Vfa, and Mridu Sa are Vikrithas. From it, are derived 
Hammira, Vihangada, Kedara, and others. 


(13) Sudhavardti. 

46. Tn the Mela of ‘ Sudhavardti, Sa, Ri, Pa, Dha are Sudhas ; while 
Sddhdrana Ga, Thivrathama Ma and Mridu Sa are Vikrithas. From it, are 
derived Variti and others. 


a 


(14) Sudharamakri. 


I 47. In the Mdla of‘Sudharamakri,’Sa, R», Pa, Dha are Sudhas; while 
\fridu Ma, Thivrathama Ma, and Mridu Sa are Vikrithas. From it, are 
derived Sudharamakri, Lalitha, Jaith&sri, Thrivani, Dftsi, and others. 


(15) Srirdga 

48-49. In the Mela of ‘ Sririga’, Sa Ma Pa are Sudhas; whileThivra- 
R(, Sidhirana Ga, Thivra D/ia, and Kaisiki Ni are Vikrithas. From it, are 
derived Sririga, Milavasri, Dhanyisi, Bhairavi Dhavala, Saindhavi, and others 
knowit by different names in different localitiesf^^ 

(16) Kalyina 

50. In the Mela of ' Kalyioa’, Sa Pa Dha are Sudhas; while Thivra¬ 
thara Ri, S4dharana Ga, Mridu Pa and Mridu Sa are Vikrithas. From it are 
derived Kaly&na and others. 

(17) Kdmbhodi 

51. In the Mela of ‘ Klmbhodi ’ Sa, Ma, Pa are Sudhas ; wh^le Thivra- 
thara Ri, Anthara Ga, Thivrathara Dha, and Kikali .Vf are Vikrithas. From 
it, are derived Kambhddi, Devakri and others. 

la Gu j ( 18 ) MiUdri 

'thers J 

52 li. ■ ^ Mela of ‘ Mallari, ’ Sa Ma Pa are Sudhas ; while. Thivra- 

tbs..-,. R'. ’■! 'a, Thivrathara Dha and Mridu Sa are Vikrithas. From it, are 

d.-.i. at MaiK-.i, .atamrliari, Poorvago-vda, Bhupali, Gowda, Sankaribh irana, 
Natan^rdyana. NArflyanagowda, anothor Kedara, Salankanata, VfiUvali, 
Madhyamidi, SAvIri, Souras! tri, and o'hers. 

(19) Siariantha 

55. In the Mela of' Samantha, ’ Sa .1/a Pa are Sudhas ; while, Thivra- 
than.a Ri, Ant.'tara Ga, Thivrathama Dh z, and Kakali Si are Vikrithas. From 
't> are derived Samantha and others. 



p ate Suiihas*. 'whjle 

and others. 

“’‘T.Wrf 5^1'“*“ “'“ 

w* * (23) Sdranga Xbivrat’iara R»- 

. Pa ate SadhasJ ViKtithu, 


VIVEKA IV 


RAG AS 


, Rdga defined 

1. ‘ Raga’ is a special arrangement of sounds pleasing t^rv^in 

constituted by Graha. Amsa. Nyasa etc. The well-known R^gas 
number according to the various views of the ancient masters. 

Us first three kinds 

2.3, The kss.keown Rig^rukie, thei. bWh 
ae e.i 3 le» ia eember as the .a.es ol the oceaa. The, ; 

SW;,«, CMjvIlagh,.ad S., 'Sad''*’ Rag.,, 
OW 31 virtues ; ‘ Chiyilaga ’ R^gas, by those of others ; and Sank.rn 

by lioth. Thus Sankara expressed his view. 

•3 Its second three kinds 

4. R4gas are. again. Superior. Middling and Inferior ‘ Supermr ’ Rdgas 
are those which are fit for Alapa. Alapti and Prabandha ^ 

similarly fit for Alapa etc but rarely used. While, inferior g 
much in fashion but not fit for Alapa etc. 

Its third three kinds 

5-7. D^f.Ragas which are different in different countri« are 
rised by Poorna. Oudava and Shddava. I shall briefly describe ‘^em from the 
standpoint of the Melas. according to the prevailing views and men i 
Uiv' iions. Graha etc and also their times of singing. 

Mukhiiri and Thurushkatlwdi 

' Mukhari is Sampurna ; it has Sa for Graha, Amsa and 
it may be sung always. ‘ ThurushkalhMi’ is. again. Sampurna; it has oa tor 
iraha. Amsa and Nyasa; it must be sung after the dawn . ai d i is 
CtiXmaka rutture, 

Rev<i^upthi ci/id Sdtticivdfdli 

9. ' Revagupthi ’ has no Sa and Pa; it has Ri for Graha. Amsa. and 

Ny tsa .and must be sung in the evenii g. While S&mavaraii is Sampurn , 

for Graha. Amsa and Ny^sa and may be sung always. 


Vasanthavardli and Thodi 

• • 

10. ‘ Vasantbavarali ’ has no Ri and Pj ; it has Ga for Graha and Amra 
and Sa for Nyasa; and it may be sung always. While ‘ Thodi ’ is Sampurna, 
has Ga for Giaha, Amsa and Nyisa and must be sung in the dawn or a little 
after it. 

Nddardtnakri and Bhairava 

11. ' N4dar4makri ’ is Sampurna, has Si* for Graha, Amsa and Nyasa 
and must be sung in the night. While 'Bhairava’is also a Sampurna, has 
Dha for Graha and Amsa and Sa for Nyasa and must be su^g in the morning. 

Powravi and Vasantha 

12. ‘ Powravi’has only a little use of i?/‘and Pa\ has Sa for Graha, 
Amsa and NyHsa; and must be sung in the morning.. While, ‘Vasantha’is 
Sampurna; has Sd for Graha, Amsa and Nydsa; and must be sung at daybreak 

Takka and Hijlja 

' i . 

13. ‘Takkr’is Sampurna; has Sa for Graha, Amsa and Nyasa’; and 

must be surg at the end of the day. While, ‘ is Akhila (or Sampurna) 

has Ma lor Graha and Amsa and Sa for Nyisa; and must be sung in the 

evening. *** . , 

f 

I 

Hindola and Vasanthabhairavi i *■ 

14. ‘ Hinddla’ has no Ri and Pa ; has .Ifa for Amsa and Sa for Graha 
and Nyjtsa ; and may be sung always or at day break. While ‘Vasanthabhairavi 
has no Pa; has Sa for Graha, Amsa and Nyisa; and must be sung at day¬ 
break. 

Mdravika, Mdlavagowda and Chaithigowda 

15-16. ‘ Maravika’ has no Ri and Dha ; has Ga for Graha and Amsa and 
Sa for Nyasa; and may be sung always. While ' Milavagowda’ is Sampurna 
or at times, has no Ga and Dha ; has Ni for Graha, .\msa, «nd Nyasa or at 
times has Sa for Nyasa; and must be sung at dusk. While, again, ‘Chaithi- 
gowda’ has no Ga and Dha ; has Ni for .Anasa and Sa for Graha an<i Nyasa ; 
and must be sung in the evening. 


Poorvi and Pddi 

17. ' Poorvi’is Sampurna; has Sa for Gtaba and Nyasa and Ga for 
Amsa ; and must be sung in the evening. While ‘ Padi hits no Ga ; has Sa for 
Graha, .\msa and NyAsa; and deserves to be sung in the evening. . 

i 

Devagiindh^ra and Gowdaknya f 

13. ‘ Devagandhira’ has no Ga and Ni; has Ri for Graha, Pa for .4msa, 
and Sa for NyHsa; and may be song always. While ‘Gowda^riya’ has no 
Dha ; has Sa for Graha, Amsa and f^vasa ; and must be sung in the morning. 


• ■■’'Ogfli 



nurdnjt and Bah 
'^y a little use ot Dhc 

rand 

a and must be sung 

P“^aa;hasS«forGr 

, may be /, 

■ ^or Am« Sa 


®/twncx)D, 


^^‘^''*‘^ndPanchania 

3 PUrna;bas .Va for 
’^y^' While *p ^ 

; and must hi ’ has 

be sung at daybreak, 

and Sudhalalitha 
“'■•’a; has Sa for r, u 

'Sudh I? ^ 

• ^“‘^halalitha - is c,„ 


BaDga,a.,-3 Sam 
^ aung altvays. 
'’asSafor Grab; 


®sa and Nyasa 
Purna or at times 
at day. 


4 deserves 
Ga for G 
; and 


and Nyasa; and 

lUeuseo/M/bas 

^Aa for Gamaka- 


T • Sudhag 

■I'^-'a and Pa fo^. 
^aipurna, has JV 
■fining. 


^ttnigonda 

use of AV; | 
at dusk. ’ ■ 
ind Nyasa; an, 


for Graha arc 
iith/gowda ’ is 
^ sung in the 


25. ‘Abb 

oiust be SL 
' aha. Pa / 


®P“'na, has Ga 

'"• '''bile Ham 

and Sa for Nva, 


aa and Amsa and Sa 
onJy a little use of 
ntust be suna In tba 


'^SaJa 


* ‘ Vibangada ’ 
and Sa for 

usj o//?,-ar 
be sung fo the 


ittJe use of Dha; has Ni for Greke, 
5 sung in the night. While “Kfdita' 
'a for Graha and Amsa aad Safer 






• ' . Sitdha\\'iti and Disakrit 

27. ‘ Sudlinvarali ’ is Sampurnr.; has Ri for Graha atui Sa for Amsa and 
Nyisa and must be sung in the day-lime. While ‘Desakrit’ is Sampuma ; has 
Sa for Graha, Amsa and Nyasa, has Ma and Ni for GamaLa-use ; and must be 
sung in the noon. 

Lalitha and Jailhdsri ■» 

28. ‘ Lalitha ’ is Sampurna or has at times no Pa, has Sa for Graha and 
Nyasa and Dha for Amsa and must Iw sung at daybreak. While * Jaithasri 
has only a little use of Ri and Dh(f, has Sa for Graha and Nyasa and Ga for 
Amsa and mast be sung iu the mcrnirg. 

Thrdvani and Disi 

29. ‘ Thrivani ’ is Sampurna, has Ri for Graha and Amsa and Sa for 
NyAsa and must be sung in the evening. While ‘ Desi’ has only a little use 
of Ga, has Ri fot Graha, .\msa and Nvasa and m.ay be sung always. 

Srirdgaj Muhisri and Dhanydsi 

30-31. ‘Srir;\ga’ has no Ga and Dha or is at limes, Sampurna; has Ri for 
Graha and Amsa and S;i for NySsa and must be sung at dusk. W'hile ‘^laik- 
sri' is Sampurna or has at times only a little use of Ri and Dha, has Sa for 
Graha, Amsa and Nyasa or at times Ni for Graha and Amsa and is sung 
usually at the beginning of any function for prosperity’s sake; but it may be 
sung always. While again ‘ Dhanyusi ’ has only a little use of Ri and Dha, 
has Sa for Graha, Amsa and Nyasa and must be sung in the morning time. 

Bhairavi and Dhavala 

32. ‘Bhairavi’ is Sampurna; has Sa ior Graha. Amsa, and Nyasa; is 
characterised by the full use of Ri and Pa ; and lay be sung always. While 
‘Dhavala’ has no Ri and Dha ; has Sa for Graha, Amsr. and Nyisa; is charac¬ 
terised by the full use of Pa; and may be sung always- 

Saindhai'i and Kalydna * 

33. SaindhaVi has no Ga and Ni ; has Sa for Gr; ha, Amsa and Nyasa 1 
is amenable to Gamaka use; and nay be sung alv/' vs. While ‘Kaiyaua’is 
Sampurna ; has Sa for Graha and '.'jyhsa and Ga for msa and most be sung 
at dusk. 

* 

Kdinb't'.v-A: and L Ivakri 

34. ‘KlmbOdhi’is Sampurna O' at tim :3 has n . has Sa for Graha 

.Amsa and Nyisa; and must be suur in the evening. While 'Dcvakri‘ is Sam¬ 
puma or, at times, has no Pa ; has 5ii for Graha, Amsa and Ny-^sa; and must 
be sung in the afternoon. v , 


fAaUari,Natayuk,ndPoor.ugo,..-^^ 

^5. -Mallari’and ‘Natayuk have each DO r o ' 

Graha. Am^a aud Nyisa; and must be sung for "ll 

Sampurna; has S.r for Gra'ia an/'Vb'Jo‘Pborva- 
sung at noon. ^ Ga for Amsa ; a/d 

Bhupali and Gowda 

for Amsa; and"mus?S7ufg^Tly'b,eal^ Nyisa and Ga 

xif ■■ - - - 



^ ^^‘^’’marana a,ui Natanarayana 

^d mustbesunratZ-UlL'*^^ and Nyasa; 

Graha and Nyisa and Ga for Amsa; .d -rh:^:rrraf 

Narayanago^^aa and Keddra 

and feust bl sung at day-bre^k." "wlil’c: 
^as .y for Graha. Amsa and Ny.La; a^d mustl rrigt 

Sdlankandta and Veldvali 

and mas, bi sung ia lh« eveniw”™v, L^'V'■ ' 

Jasdode. aadPm ka. «- « .In,.,,' 

r^awD. • -^od Nyisa; and must be sung at 


‘ ^^‘iJliyaniddi and Saviri 

'fadhyam.idi has no Ri aaj Oha ■ . 

and must be sung at dawn. While ‘Sivsri’ ’ns no S N^^sa 

Graha. .-vmsa and Nyasa; and must be sung at daw/ ' 

Saurdshtra and Sdmantha 

Graba, , ,a„g 7 . ,l 

Karndta and Atidna 

42. Karnita' has at times no Ri and D k . - 
has iVf f. Graha, Amsa and Nyisa"; and mj t be '^s °‘herwiie Sampurna'; 
Attina’ .s Sa.mpuma; has Pa for Graha. Dfia lor Waiile 

must be sung in the night time. “ ^ f®*^ Nyisa, and 





t^d^adhvani 'rnd Sudhabangdla r 

43 ‘ Nigadhvani ’ is Sampurua; has Sii for Graha, Amsa and Nyisa and 

may be’sang always. While 'Sudhabang ila’ is Sampurna, has Afa for Graba. = 
Amsa and Ny^sa and must be sung at day break. 

Varnanuta and Thurushkathodi (Jraq) 

44. ' Vamanita’ is Sampurna; has Sa for Graha. Amsa and Nyisa , and 
must be sung at midnight. While ‘ Thurushkathodi ’ (Iraq) is Sampurna, has 
Ma for Graha Amsa and NyAsa ; is amenable to the use of gamakas ; and must 
be sung at midnight. 

I 

Desdkshi and Sudkandta 

45. ‘ DSsAkshi ’ has in ascent no Ma and Ni, has Ga for Graha, Amsa and 
Nyasa and must be sung at daybreak. While ‘ Sudhanita ’ is Sampurna, has 
Sa for Graha, Amsa and Ny4sa and must be sung at dusk. 

Sdranga 

46. ‘Siranga ’ is Sampurna, has Sa for Graha, Amsa and Nyasa and must 

be sung in the afternoon. Thus, the Ragalakshaaas have been briefly noticed 
from various standpoints. * 


VIVEKA V 



rag.a-forms • 1 > 


1.^ Having made a brief reference to the 
according to the Mdlas to which they belong; 
length, according to the time of their singing. 


Rigas and their characteristics, 
I shall now enumerate them, at 


nagas amenaoie to the Time-theory 

Mrh following Ragas arc amenable to the Time-theory and should 

of vvliich is singled out of the eight 
Bhunaf Day-break, and prescribed : —SankarAbharana, V^IAvali, 

Rh Vasaatba, Hinddla, Vibhasalaliiha, JaithAsri, DhanyAsi. 

ply ■’ Thurushkathodi. Mallari, NatamalUri. G5nda. 

Sudhavardti, Bahuli, SAranga, NatandrAyana, Deva- 
krfya Saurashira,Chaithigowd.. Poorvi, Thr4vani. Kambhddi. Sudhanata, Ab- 
III. Kalyana Snraga, MalavagowJa, Gawda, Karnita, .Addam, Vamanita, 
Hgmmira, Kfidara, and Vivahangada, 


• The Timings of the Rdgas ^ 

^ 7-10. The Rigas beginning with Sa.nkarabharana should be sung at 
daybreak; the Rigas beginning with Jaithisri, in the morning; the Rigas 
beginning with Thddi, in the dawn ; the Rigas beginning with Gonda, in the 
no, n , the Rigas beginning with Bahuli, in the afternoon; the Rigas beginning 
with Sauftshtra, in t.he evening: the Rigas beginning with Sudhanata, in the 
dusk; and the Rigas beginning with Karnita, in the night. And finally the 
lojlowing Ragas may be sung always; -Milavasri. Dhavala, Mukhari, Rama- 
knya, Pavaka, Saindhavi, Asivari, Gindhara, .Miravi, and Paraj. fhe above- 
mentioned Rigas deserve to be sung successively iu th.*ir respectively appointed 
tiiueS/. Now, I shall describe the various Riga-Forms in the Arya-metre verses. 


• , What Roopa means. 

11. That is called/?oo^rt which by being embellished with sweet flonri* 
shes of svaras, brings a Riga vividi/before one’s mind. It is of two kinds — 
Na(fdlma and Devamaya, of which,the fqjmer has many phases and the latter, 
only one. 


• • * Naddtma Roopa 

12-13. The first kind, viz, Naddlma Roopa, which is reputed to be well 
relished by the people, is first describsd. Any collection of svaras of whatever 
arrangement is, for that matter, a Roopa. Alipana, Moorchana, Sudha Thftna, 
Alankara, Koota Thana and their commingling—a few of these should be 
kiKJwn or recognised by their roopas. 

• V'V 

The Names of the Various Methods of Vina Playing 

m 

14-16. Of the endless methods of Vina-Playing, I shall mention only 
twenty methods which are prominently prevalent in Desi and two registers. 
In all, I shall refer to 22 varieties, culled out by me. They are ;—Prathihathi, 
Abathi, Anuhathi and Ahathi f Peeda, £>61ana, Vikarsha and Gamaka ; Kampa, 
Gharshana, Mudra, Sparsa, Naimnya, Pluthi and Druthi; Paratba and 
Uchatha; two Nijathas ; Sama, Mridu and Katina. The characteristics of 
these varieties are described, in order, in terms of the Vina. | 

A 

Prathihathi and Ahathi 

17. ' Prathihathi’ is the name given to that majestically-sublime sound 
which is produced on the Vina by a double beat, the first hw ng a beat proper 
on the string which results in the production of a ^ara (usually, Sa) an^ the 
second being a quick passing of the fingers along the wire to that tvara's 
octave and thus producing a Hunkira sound. Waen after the production of a 
Svara with a beat, higher svaras in-luiing the first svara’s octave are produ:ed 
without any more beating, the resulting sound is called ‘ Ahathi ’. 

Anuhathi, Ahathi, Peeda, and Dolana 

18. ‘ .\nuhathi ’ is the same majestically-sublime sound as Prathihathi; 
but, while the latter is produced on the Vina by a double-beat, the former is 
produced by a single-beat. But if the same sound is produced with no beat at 
all (probably with a ntexii) the .Anuhathi is called ‘Ahathi.’ ^gain, ‘Peeda* is 
the name given to such a manipul.ation of the finger as produces the sound of a 
doable note, the first being loul;r than the second. While ‘D.ilana’ is the 
sound protluced by passing the fingers to and fro along the frets. 

Vikarsha, Gamaka, Kantpa and Gharsh. ■ ; 

19. Vikarsha ’ is D-Shna minus Agamana. Thaf is to ay, ifis produced 

bv passing the finger only onward anu not oa.vard and backward as in tha cise 
cf Dolana. When, after a beat, the finger is passed along the frets to and fro 
as in the case of Dolana, but slot ly and mric, or even four times ; that kind 
of Dolana is called ‘ Gamaka. ’ At lin, quick Gamaka is called ‘ Kampa ’. That 
is to say, when after a beat the fi;.ger is passed along the frets to and fro, as in 
the case of Dolana, twice or thrics but quitkly ; that kind d Dijlana is called 
Kimpa. While ‘ Garshama ‘ is the sqund produced by a svara accompanied 
by the preceding and succeeding svaras. • * • 


ivavj.-v-r voK.ai'v 


/ ay 

. . 

20 . ’ is the name givSa-to rhof « 

*oanded and the finger immediafely^es fo\s ^ ** 

y as to prevent any sound issuing out it 

Ahathi; only after producing a svara th<. ri ' same as 

svara and sounds it. While ‘ Naimnva ’ ' touches its preceding 


Plathi, Druthi, Paratha, and Uchatha 

‘ Druthi'is a generic nameTo°^thI'*'^*-*L-*T'^^ Pfoduced in quick succession 
the process by which/ff is produced is 

tb. same q. by 

The two Nhjathas, Mridu, and Katina. 

‘Niia^tLj^wJile^'^rolUcL^^^^ of 

•Ni/atha’. ‘Sama* is a' nS ° -‘‘•ind of 

lower register, wh^KX^^^^^ ^^-ina. -Mridu. 

' The Signs of the Methods of Vina-Playing. 

following respectivfsigns--Two'’ ‘^"“!’^^ and Ahathi have each the 
iine jointed to a zero helot loTJZT one zero below a 

ofPeedaisacirclebytLr’igt“t sidr‘'Th‘*“ 

Gamaka form one and the same S-\fa t f i^olana, Vik^shana, and 

^8 2nd, horizontal and above • and the thirl ^ ^ ^ '^®‘’tioal and above ; 

Thes gnsof Kampa, Ghathana ' . 

fi-^tlineisverticitl and abcvl- 2 7a ! ‘'’o 

horizontal and TeW Th"’s 1 t 3rd 

form, alike, a crescent • but the l!t c Pluthi 

the ird, b-'y the right side VViti o h^ ^“*3 

the signs of Paratha Uchath a u Druthi is a chained line below, 

bo.™., -L’ 

Aya,., .b. .,y.s of Sa^a, Mnda. ,„d Ka.ia. fo™, a,Ik., a^ 1''t.? 
tne Isi IS vwical a«d by th. right ,id.; ,h. 2„d, v.tilcal and abo.. nod . , 

3 d honzoutal and above. One or two or even all of these Kgns are made 
ui 3 of. in c^oeotion with one and the same svara. When, in p lying twa 
scuqds^re produced, there are corresponding two signs to represent 
svaras of the ^Register have'no (egg-shapeT sign 
the case of the Mardra or Th.arailegis-.er-svarM. Tha sign of P^L7 
deaotes4he beginning or end^of the Rag4.Form- 


1 


A Reyiinder regarding SndIta Vtkrilha Si'aras. 


30- Although, for couvenienco’ sake, mere Sd, Ri, Ga, Ma, Pa, Dha, Ni'' 
are written (in the following ^>ras//jrtras), the reader has, in every one of th’e i^ 
Melas,’(to remember) to find cut which of those svaras is Sudha and which# 
Vikrilhd. i 

Author's Prayer again ' • I ' 

i 

31. On account of the Soothra-like style which was never attamp;^ 
before by auy oi; my predecessors auJ in which the following Rft'a-Roo^iM 
are written by me for the purpose of the Vina-Playing; the fulness of beauity 
in the matter of permuting ard combining the svaras is doubtless wantii(g. 
The wise men must endure it. f 


The Work oj the Right-Hand Fingers ' 

32-34. One should play on the Vina by striking the fourth upper-wire 
in regular succession with the tip as well as the front of the nail of the middle- 
finger, coupled with the front and the back of the nail of the fore-finger- 
To these, must be added the striking of the three Sruti-wires with the back 
of the nail^of the little finger. In other varieties of Prabandhas like Slhaya, 
suS^ as hdapana one may play as he pleases with his middle-aiifl fore 
fingers upon the other three upper wires. ^ 

If-.four quick beats on an upper wire are given with the front of the nails 
of the middie-and-fore fingers and, again if they are immediately followe‘l 
by another four quick beats on the same wire given with the back of the 
same nails; that kind of Viiii-Playiiig is called ‘Karthiri’. This much, 
without fi'/iher over-elaboration is given of the work of the riglit-liand 
fingers. 


The Work of the Left-Hand Fingers ^ 

34-35. I now (proceed to) describe the work of the* left-hand fingers 
on the Vina, .\long the upp3r wires the middle finger must pass in 
ascent; and the forefinger must accompany the middle flhger . an.l 
merely touch without sounding the svara previous to that sounded by the 
middle finger. 

But in descent the fore-finger must, as a rule, pass (and play ^ 
primary part) in order to exhibit or manifest the different methods of 
Vina-Playing such as Prathihathi. Some are of opinion that even in 
accent the fore-finger may actually sound the svaras (along with the 
middle-finger). In tlse case of lagas like Suihaaita, the left-liand fore- 
-middle-and-ring fingc; s must pass along the IMandra and Anumandra portions 
of ti e w'res; while along the Madh"a and Thira portions thereof the 
left-hand fore-and-mlJdle fingers mast pass. Now follows*the technical 
explanation of the methods of the Vina.PlaS^ing. ^ • 


. r- 



THE TECHNICAL EXPLAN.\TION OF Th i’METHODS 
OF THE VINA-PLAYING 

(o) The Sound-based Roopas 

37-166. N. B, These 129 verses are not. as they cannot be, translated. 
But the 5l Ragas prastbarafied therein by SAmanath for the purpose of the 
Vina Placing may be classified thus;— 

(1) 37—50. Seven I^gas, Sung at Day-break. 

(2) 51—61. Four Ragas, Sung in ths Morning. 

( ) 61—71. Four Riigas, Sung at Dawn. 

( '■) 71—79. Four R^gas, Sung at Noon. 

(5) 79—90. Four RAgas, Sung in the Afternoon. 

(6) 90—101. Six RAgas, Sung in the Evening. 

(7) 101—123. Six Ragas, Sung^ at Dusk, 

(3) 123—1 <3. Six Ragas, Sung in the Night. 

(9) 144—166. Ten RAgas, Sung at any time. 


•> 


167-8. Thus the RAga-Forms have been delineated in the Middle Register. 
The same kind of delineation applies to the other two Registers, Mandra and 
ThA^a. And thus many kinds of Roopas, based on sound, of every one of the 
51 Ragas have been described. 


,j(6) The Deity-based Roopas 


1-8. I shall describe the same R.igas, one by one, on the basis of their 
' respective Deities. 

■ 169. The deity of Sankardbharana is of white color and be'jutiful; it is 

ever fond of dancing; aud, again, it wears a garland of lotuses round his neck, 

J vibhoothi (or ashes) on his forehead, and a blood-red garment all round his body. 

170. The deity of Veldvcli is of blue color; she constantly rrioves here and 
there in the grove of the palm trees, as if she were in search of a young mate • 
and her constant movement sets her garland in motion and causes her crest to 
fall dowS into the hands in which she retains it. 

171. The deity of is of yellowish color; she we.ars a vibrating 

bracelet; and she ever moves i.n the forest to and fro in the manner of a swing, 
as if she were passionately craving for the embrace cf her love. 

172. The deity of (Sudha-) is of white color ; she wears a white 

garment and also different kinds of ornaments ; and, at day-break, she waves 
lights before Siva by way of worship. 

• 

173. The deity of Vasanl ia is of white color; he wears a ruddy ganner-t • 

and also palAsa-flowers on his headj and he dwells at the root of the Mango-tree, 
the (scaiterei?) seeds of which are (now and then) picked up b: the cuckoo with 

its beak. • • “ •, 


IT- 


• X74. The deity o^Hindola is of wLile color; he is very b^autifol 484* ^ 
wears a garland of three kinds of flowers, viz, Asoka, Chanapaka, and Kanina ; a® 


he is fund of sitting in a swing and of being moved by younj latiirt, to # 
and fro. 


175. The deity of (Vibhisa-) Lalitha represents 'a fair exterior and a foul 

interior*. He is beautiful in fwdy but insincere in mind. Having in^his ^y 
all the marks of secret love-making with a strangu lady; be, <>t daybreak, 
meets his own afflicted wife, pretends to be sincere to her and even addressee Iier 
a few words of endearment. ' > 

176. The deity of Jaithdsri represents a very clever and also sincere wife 
who passionately loves her own husband. Her characteristics are those of 
Mathura; and, again, she is well-versed in the sweet language of that city. ^ 

177. The deity of Dhatuisri (Dhanydsi) represents a true wife who is of 
blue color like that of the Doorva grass, unable to bear the shafts of love for 
bei absdtat husband, tries to draw his form or likeness in her own cloth, whow 
tears-shed. while crying, cause her breasts to be bathed, whose neck has become 
paie and whose tresses of hair remain,dishevelled. 

17fl. The deity of Bharirava represents the beautiful form of the three-eyed 
God of white color, who wears Damaru and Thrisoola in his hands, a gsffland 
of snakes round his neck, vibhoothi (or ashes) all over his body, and the Moon 
and the Ganges and also matted hair on his head and whose garment cowists 
(rf the elepoant’s (or tiger’s) skin. * 

179. The deity of Pawravika represents a white-colored body of slender 
frame who wears a blue garment, who has her breasts concealed by her long 
braid of hair as well as by her peculiar bodice, and who—pleased with the 

spring season—gets fond of sitting in a swing and of its being moved to and fro, 

‘ 

' 180. The deify of TAddi represents a decorated woman of green color and 
of Iweet speech, who wears ruddy garment, who—living in a forest—pl.fVs 
on a lute and caresses a deer, and who applies to tier body the fragrant unguent 
of the Favala-tree. 

18i. The deity of r/iMrns/iAaf/idiii represents a true wjfe of a prefectly 
white color, who has a big braid of hair and wears a long blue garment, and 
. who, unable to bear the shafts of love for her absent husband, repeats his nau?, 
while coui^tiog the beads held in her hands. 


132. The deity of Malldri represents a true warrior of such a blue colrr 
: as'.nines from p.midst the clouds, who wears a yellow garment and wao—wii 

" a smiling face —is ever bent upon slaking the thirst of the Chilhaka bi ds. 

* • 

183. The deity of NatarnaUdri repre%ents a while-colored^ pierson, wno 
dances for joy and also causes his peagocks to dance, and who gracefully stands 
near the root of a Kadaula-tree along with a swarifc of* bees that hiv* there : 


on account of the ever-fresh fragrance with which the atmo,^phere around it ^ is , 
saturated. 

• 

184. The deity of Gouda represents a bee-like busy hunter of yellow 
color, who has placed a psacock’s tail-feather in his grey hair, who wears 
a garland of /fafaya-flowers, and who holds a bow (in his 'eft hand) and an 

arrow (in his light hand). 

• 

185. The deity of Poorvagou’du represents a young lotus-eyed person of 
superior merits, who is as agreeable as the moon, who wears a pair of ruddy 
cloths, and who worships Kara (Siva) with a garland of lotuses. 

186. The deity of DJsfkJra represents a ruddy and lotus eyed person of 
majestically-slow gait, who wears a gemmed-crown on his head and a sword 
in his (right) hand, and whose cloth is of variegated color. 

187. The deity of (Sudha) Vardti represents a young lady of exceedingly 
white color, who wear.s a blue garment (round her body) and Mandara and 
other flowers (on her head) and who, in the midst of a forest, is pitifully in 
search for her husband. 

188. The deity of Bahuli represents a dark-blBs-colored lady of slender 
frame, who shines with bsiels in her hands, who wearing a good bodice, 
sports herself in manifold ways, and whose tresses of hair and garment-borders 
move to and fro, as she walks here and there most beautifully. 

I 

189. The deity of Sdranga represents a gaily-decorated person of dark- 
blue color, who wears a yellow garment; who has a bow (on his shoulder-blade) 
and a lot of arrows (in his quiver), who is endowed wtih the strength of Garuda, 
and who has, in his hands, a lotus, a conch, a mace, and a wheel. 

190. The deity of Nataiuirdyana represents a Kundala-wearing person 
of exceeding beauty, who is of a dark-blue color like the Indivara, who wears 
a gemmed-crown, and who—with the to and-fro moving of his yellow garment 
—dances with g;eit pleasure and enthusiasm. 



191. The deity of DJvakri (Dcvakriti) represents a smiling lady of 
matchless*beauty, the whole of whose resplendent body emits sweet fragrance, 
on account of its being covered with the just-blossoned flowers wherewith the 
Divine Tree is full, and who has a seat of honor to rest herself upon. 


i92. The deity of Saurdshtri represents an exceedingly white-colored lady 
whose graments are of variegated color, whose dark-bl ue-colored bodic e covers 
her breasts in full, whose teeth are red-colored, whose face is as charming as 
the moon, and who—affected with the shafts of love—goes in search for i 

her lover. • I 


193. The deity of GowJi repyssmts a white, lotus-eyed lady of lo.ng arms 
and cheerful teok, whose garment is as white as the churned ocean and whose 
umbrella is marked with a^erpentt •* 


• 194. The dei<y oT represents a ravishioih' beautiful lady of white 

color, who wears a ruddy jjarmeat, who decorates her ears with mango-flower 
stalks, who likes to roam about in forests, and who is reputed tc have as sweet 
a voice as that of the cuckoo. 

195. Tne deity of Poorvi represents a proudly tall and beautiful lady of 

blue color like that of the Doorva grass, who has her hands and* feet dyed 
with red-lac, who wears many kinds of ornament, and who captivates her hus¬ 
band thereby. , 

196. The deity of T/rrdvauj represents, a yellow-colored lady of s.ender 
frame and charming tresses who wears a good-looking garland and who, sitting 
near a plantain tree, fascinates her husland with her swollen breasts. 

197. The deity of Kdmbhodi represents a dark blue colored lady of go>J 
tresses, who wears a good garland and who, agitated by the sound of the cuckoo 
and apparently afraid of any stranger’s onslaught, calls to her mind her (absent) 
husband and sheds tears (while solitarily sitting) in her house. 

193. The deity of Ndta represents a ruddy-eyed but steady-minded 
horseman of oripment-like yellow color, who wears a garland (of pearls) and 
who, with sword and shield in his hands, scares away all his enemies fc the 
battlefield. 

• 

199. The deity of Abhiri represents a beautiful an 1 sweet-voiced lady* 
of a dark blue complexion and of good tresses, who wears a blue garment over 
her body and a garland of corals round her neck and whose ears are adorned with 
good ear-rings. 

• 

200. The deity of Kalydna represents a king resting on his seat of honor 

who wears a white garment over his body and a gemmed garland round his 
neck and who chews betels in the midst of the paraphernalia of an umbi^lla 
and crystal-like chowrie. • 

201. The deity of Srirdga represents an elephant-rider who s(^s under a 
golden umbrella with his garment moving to and fro and who, with a lotns- 
garland round his head, experiences all kinds of enjoyment. 

202. The deity of Mdlavagon’da represents a king who is as blue-colored 
as a parrot, who wears a garland round his neck and bracelets in his hands 
who is the expert head of a School of Mu;ic which includes Dancing, "whose 
face is often kissed by his wife and whose into.iicated love (swings his body to 
.»nd fro and) causes bis crown to (likewise) move to and fro. 

2C3. The deity of (Sudha) Goxvda represents a bea itiful person with a 
garland round his neck and betels in his*hand 3 , who has a degr’s ichor as his 
forehead-mark, wiio wears a white ftlotli sgmewhar soaked in saffron-water, at’d 
about whose body there is sweet fragrance. * • 


204. 1 he deity o' Karitdla represents a wom*i-h«nter cf blue-colored 
neck with a sword and an elephant-tusk in his hands, who is as braye as he is 
amorous, and who wears a ,iair of fish-shaped ear-rfngs. 

205. The deity of Atdna represents a love-smitten person of sky-color, 
who with a garland of Kutaja flowers enjoys very much the sexual inter¬ 
course* 

206. The deity of Suvarnanata (which is also called Cha>4nata) represents 
a ruddy-eyed and garland-\tearing person of white color, who is as much a 
fighting soldier as he is a coaxing lover and who wears a snow-white cloth and 
a good pale-red turban. 

207. The deity of Hammira represents a young, beautifully white-colore.d, 
and brave appreciator of smiling face, who wears a red cloth, who is fond of 
chewing betels, and who is an enthusiastic sportsman and has therefore a stick 
and a ball with him. 

208. The deity of Kcddra represents a sage keenly bent upon meditationi 
who wears on his head matted hair, the Ganges, and a digit of the moon and* 
rou^d his neck, a lot of serpents and wt&se-body is besmeared with vibhoothi 
(ashes). 

209. The deity of Vthattgada represents a fragrant-bodied person of moon¬ 
like white color, who carries a parrot with him, who fascinates the mind of the 
love-smitten ladies, and who wears a gcod cloth over his body and an arrow 
and a bow in his hands. 

J 

210. The deity of MdUisri represents a deer-eyed and garland-wearing lady 
of slender frame, who, with a lotus in her hands, sings beautifully from near the 
rgot of a mango tree and who siijiles on meeting her own husband. 

> 

211. The deity of Dhavald represents an auspicous lady of, white color, 
excellent*teeth, and beautiful frame of body, who wears an unguent-applied- 
yellow cloth and a girdle over it and who holds in her hands, a lamp wherewith 
to wave the lights before an idol, by w.ay of worship. 

212. The deity of Mukhari represents a very learned lady of dark-blue 
colar with Vina iu her hands, who, overpowered by love, is unable to bear up 
against her husband’s separation and whose breasts are covered with many a 
gemmed ornament. 

213. The deity of(R.imakriti) represents a very charming lady 

of gold-color and of shining t*th, who wears a blue cloth and brilliant 
ornaments and who, on approaching her husband, speaks to him in a whispering 
voice, • 




(I ^ 214. The de’ty* of 'Pavaka represenfs the beautiful, dark-blue-colored 

Gdpala, playing on the Vina, during his never-ending sports of pleasure, who is 
fond of applying various sbrts of the unguent to his tody. 

215. The deity of Saindhavi represents a tall, white-colored lady of 

slender frame but of fierce appearance, who has a pair of big buttocks, who 
walks like an elephant, whe wears a red cloth ovet her body and Thrisoola in 
her hands and who is willing to fight. • 

216. The deity of Asdvari represents a merciful housewife of blue color 
who covers her body with the peacock’s tail-feather, who wears on her head 
the ever-moving plantain leaves, who is of majestic appearance, like the Malaya 
mountain, and who beautifully plays on the flute. 

217. The deity of Divaganihdra represents an impassioned person of 
white color, who, with a white lotus in his hands, wears a white cloth, who 
shines with many kinds of ornament, who has a seat of honor to rest upon, and 
who is worshipped by the Devas. 

218. The deity of Mdravi represents a tall, moon faced woman of gold 
color, long tresses, rolling eyes and matchless beauty, who wears a ruddy 
cloth and who, in battlefied, drives all the kings away. 

219. The deity of Paraj represents a tall, white-colored, and garland- 

wearing person of slender frame, who wears an arrow and a bow and #ho is 
humble in spite of his being praised by the choral music of the girls in accom¬ 
paniment with the thalas. . 

• 

The Author's View of his Work 

220. As regards the Deity-based Ragh-Forms, they do differ in different 
countries according to their respectively different usages in connection with the 
manners language, and so forth. This, however, is immaterial to our purpose. 

Niida vs. Di!va 

221. While the Deity-based Riga Forms are or y a few, the Sound- 
based Riga Forms are, like the virtues of Brahma, endless apfl cannot thererore 
be counted. 

• 

222-223. To the objection, ingenious though, that this book il a flimesy 
production and is therefore fit, if at all, to be rear! only by dull wits, my 
answer is that, if looked at by the knowing people fror. the right point of view, 
the objection will fall flat to the ground. Of the creeper of my Work, the 
manifold writings of my predecessors form the roof ; the young reader's 
becoming proficient therein forms the leaves; the satisfacrion derived thergfrom 
by the right minded people forms the flowers: and t;;i>, final dedication of my 
Book to Siva (Uma’s Lord) forms the/rw//s. 

Colophon 

• 

224. Soma (-nath), son of Mudgal| (-soori>, finished this (work, viz, 
Rdgavibodha) in Saka 1531, Saumya Year, .-Nsv'li (Pmattasi)*Month, Sukla 
Paksha, Hastha Nakshathra, .Agni Tltithi, and Sdn;avarj>. 

• A 




INTRODUCTION 


Page. 1 • Insert ‘ Raga Forms ’ for ‘ Musical Compositions . 

„ 31. Insert IV for III- 

56. In Fig. delete Ri in the 6th column of the 4th M^a 
and insert it in the same column of the 3rd Mela- 


TEXT 

N. B. Each of the following figures indicates the number 
of the verse of a Viveka. 


VIVEKA I , . - 

I 'A. 3r«n?r 3 

R’,. ?n: ^ 

Vi- ii ^ ii 

II Va- 

?nTtS5^l[l ' <i. 15’1 
vsv vSC. ■ 





j^^rrar I <1 n <?.. i U* 

55JT^dI%TT; I \\. ^hrn^Tr^Frnia'jf'r^SVirtr?? ^Tc^ftei u ^’^WT- 

tT^njphr: II f^t. -TT?:^ «<:if^auir: ' V\- 

g^g^ pgT^ jr«iit^ m ?vs- \<^. ^rms^ i 

^%. <lrfp^r- \K HTVIROn^. «>.. d^'t^nfTT. ''.o- '*iV4Hll 
grf dafog r 5T ^ cRtt sm^r: i 


VIVEKA III. 

H. *TFI JIcTmr^rd 3^ rfferrTfmJI^ *1^ JT^ I I 

^O. ;tvT^| *i<-4 T 0f t a etc- I 

f^!?:T?t3T!^ II 


VIVEKA IV. 


l^ ^'off I 1 

f7?!TiTf^?[T^r»17r; II Jtq-: I y^. gc’^'rfrg^ y*^. 


VIVEKA V. 




sfl^rnt. <s. sr>jf^ g ^srr^Tir^ ^ ^"kr^j i ^y- i 

Page. 32 Line 3. T?? g gr ^s f?P7hrTft^TW I 


TRANS 1 ATION 

ci/r , . __ 


Page. 1. Insert ‘ generc ' ’ for ‘ ally ’ in the last line* 
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